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Foreword 


Frances  Loring  and  Florence  Wyle  were 
pioneers  in  the  development  of  Canadian 
sculpture.  Making  Toronto  their  home  in 
1912,  these  women  immediately  became 
part  ot  the  city’s  art  scene  and  worked  in  a 
converted  church,  often  on  the  brink  ot 
poverty.  Many  ot  their  sculptures  are  well- 
known  and  loved  pieces  seen  throughout 
Toronto  today. 

Until  now,  the  work  ot  Loring  and  Wyle 
(and  Canadian  sculpture  in  general)  has  not 
been  seriously  studied  or  interpreted  either 
tor  Itself  or  within  the  broader  context  of 


Canadian  art.  This  exhibition  presents  such 
an  examination;  it  traces  their  creative 
development  and  recognizes  Loring  and  Wyle 
as  the  truly  great  artists  they  were. 

Campeau  Corporation  is  honoured  to 
sponsor  this,  the  first  retrospective  ot  theit 
work.  For  just  as  Loring  and  Wyle  are  known 
as  pioneers  in  their  field,  so  is  Campeau 
Corporation,  a  major  Canadian  developer  ot 
commercial,  income-producing  properties 
throughout  North  America.  Applauded  for 
its  award-winning  office  and  retail 
developments,  Campeau  Corporation,  a 


Canadian  pioneer,  is  proud  to  make  possible 
the  first  retrospective  of  the  works  of  two 
truly  gifted  artists. 

Robert  Campeau 
Chairman  of  the  Board 
Chief  Executive  Officer 
Campeau  Corporation 

David  King 
President 

Chief  Operating  Officer 
Campeau  Corporation 
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Preface 


The  Art  Gallery  ot  Ontario  first  showed 
the  work  of  Florence  Wyle  and  Frances 
Poring  in  1915,  when  the  institution  was 
known  as  the  Art  Museum  of  Toronto.  On  a 
number  of  occasions  through  the  years,  the 
Gallery'  has  presented  their  work  in  group 
exhibitions  and  in  installations  of  our  Perma- 
nent  Collection;  hut  it  is  the  first  time  the 
Gallery  has  presented  an  exhibition  exclusively 
devoted  to  the  work  of  these  two  sculptors. 
The  retrospective  exhibition  is  supported 
by  this  publication,  which  documents  their 
professional  careers. 

The  specific  occasion  for  the  current 
exhibition  is  the  celebration  ot  the  fact  that 
the  Art  Gallery  of  Ontario  has  become  the 
custodian  ot  the  estates  of  both  artists.  The 
gift  from  their  estates  included  more  than 
180  sculptures,  as  well  as  photographs  and 
documentary  material,  such  as  lists  of  their 
work,  letters,  and  so  on.  In  addition,  a  sum 
of  money  left  in  their  estates  has  been  made 
available  to  the  Art  Gallery  of  Ontario  kir 
the  purchase  ot  work  by  young  Canadian 
sculptors.  This  purchase  program  will  be 
administered  by  the  Gallery’s  Canadian  Con¬ 
temporary  Collection  Committee  in  accor¬ 
dance  with  the  wishes  of  the  artists  as 
expressed  in  their  wills.  To  date,  the  Com¬ 


mittee  has  purcha.sed  Liz  Magor’s  Four  Boys  and 
a  Girl,  1979. 

This  aspect  of  their  wills  came  as  no 
surprise  to  me;  on  several  occasions,  as  we 
sat  at  late-afternoon  tea  in  front  iif  the 
fireplace  in  their  studio,  discussion  turned  on 
how  their  interest  in  and  support  for  ytiung 
Canadian  sculptors  could  best  he  realized.  It 
is  therefore  of  great  satisfaction  to  me,  as 
Director,  to  see  this  project  take  practical 
form. 

Aside  from  the  very  real  artistic  accom¬ 
plishments  of  Florence  and  Frances,  or  “the 
Girls,”  as  they  were  often  called  during  their 
lifetimes,  and  the  material  legacy  their  bequest 
to  the  Gallery  represents,  their  presence  in 
Canada  as  practicing  artists  of  outstanding 
commitment  during  most  of  this  century 
demands  our  special  respect. 

In  the  epilogue  of  a  biography  called  The 
Girls,  written  four  years  after  their  deaths 
by  friend  and  fellow  artist  Rebecca  Sisler,  the 
author  states,  “The  Girls  had  stood  as  bea¬ 
cons  in  the  development  of  Canadian  sculp¬ 
ture.  Their  own  work  reflected  the  school 
of  art  in  which  they  were  moulded,  hut  their 
inspiration  and  direction  came  from  life 
itself.  The  Girls’  work  in  all  instances  was 
honest.  They  had  absolute  integrity  within 


their  conception.  It  was  this  integrity  of  spirit, 
coupled  with  a  .selfless  devotion  to  the  cause 
of  artists  that  lifted  their  influence  to  a  plane 
beyond  that  represented  by  their  work  alone.” 

The  studio  of  the  Girls  was  a  principal 
centre  in  Toronto  for  artists,  curators,  critics 
and  journalists  to  meet  and  discuss  concerns 
of  mutual  interest  with  the  sculptors  and  with 
each  other.  A.Y.  Jackson  is  quoted  as  saying, 
“The  art  of  Canada  has,  for  many  years, 
revolved  around  the  studio  of  Frances  Poring 
and  Florence  Wyle.”  It  was  second  only  to 
the  Arts  and  Letters  Club. 

1  would  like  to  express  the  Gallery’s  thanks 
to  the  two  executors  of  the  Poring  and  Wyle 
estates — Frances  Gage,  sculptor,  and  David 
Ongley,  solicitor — both  long-time  friends  of 
the  Girls.  Their  patience  and  guidance  in 
.settling  the  details  of  this  important  bequest 
to  the  Gallery  was  most  appreciated. 

Finally,  1  would  like  to  thank  Christine 
Boyanoski  for  this  very  handsome  catalogue 
and  for  her  detailed  and  enthusiastic  research 
on  the  life  and  witrk  of  these  very  special 
women. 

W.j.  Withrow 
Director 
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Introduction 


The  1983  gift  from  the  estates  of  Frances 
Loring  and  Florence  Wyle  to  the  Art 
Gallery  of  Ontario  included  a  fine  selection 
of  their  sculpture  and  a  large  number  of 
photographs  and  personal  papers.  This  com- 
hination  makes  the  Gallery  the  major  study 
centre  for  the  work  of  these  twc)  women  who 
made  a  major  contribution  to  Canada’s  artis¬ 
tic  heritage.  Copyright  for  the  reproduction 
of  their  work,  both  in  photographic  form 
and  in  three  dimensions,  has  also  been  trans¬ 
ferred  from  the  estates  to  the  Art  Gallery 
of  Ontario.  The  conception  of  this  exhibition 
and  the  catalogue  that  documents  it  are 
direct  results  of  this  gift.  This  one  large  gesttire 
made  available  to  this  institution  a  large 
representative  body  of  the  work  of  Loring  and 
Wyle  that  could  be  carefully  examined, 
documented,  and  restored  over  a  period  of 
time  before  being  publicly  presented. 

The  purpose  of  this  exhibition  is  to  display 
this  splendid  gift  and  to  shed  light  on  the 
collective  and  individual  contributions  of 
Frances  Loring  and  Florence  Wyle  and  to  place 
their  work  within  the  context  of  Canadian, 
American  and  European  sculpture  of  their 
day.  The  best  examples  from  the  gift  are  in¬ 
cluded,  and  more  than  half  the  works  in 
this  exhibition  have  been  borrowed  from 


outside  sources,  both  public  institutions  and 
private  individuals.  This  was  to  insure  that 
the  selection  represent  the  breadth  and  high 
quality  of  their  sculpture,  in  the  most  durable 
form  wherever  possible,  and  to  indicate  the 
extent  to  which  the  work  has  been  dissemi¬ 
nated.  Items  have  been  selected  on  the  basis 
of  aesthetic  quality,  frequency  of  exhibition, 
and  historical  significance,  and  with  a  con¬ 
sideration  of  known  personal  favourites  of  the 
sculptors  themselves.  The  choice  also  reflects 
the  availability  of  work.  Florence  Wyle  is 
numerically  better  represented  than  Frances 
Loring  for  a  number  of  reasons;  she  was  a 
more  prolific  sculptor,  and  she  kept  most 
of  her  work,  including  maquettes.  Loring 
destroyed  much  of  hers.  In  addition,  Loring 
worked  primarily  on  architectural  sculpture, 
which,  for  practical  reasons,  has  been  impos¬ 
sible  to  include  in  the  installation;  photo¬ 
graphs  have  been  substituted  in  three 
instances. 

An  examination  of  these  two  major  pro¬ 
tagonists  of  Ganadian  sculpture  also  makes 
possible  a  broader  understanding  of  a  previously 
neglected  area  in  the  history  of  Canadian 
ait.  Charles  Band  (1885-1969),  an  important 
collector  and  patron  of  the  arts  and  one  of 
the  estates’  executors,  commented  that,  “Miss 


Loring  and  Miss  Wyle  are  to  Canadian 
sculpture  what  the  Group  of  Seven  is  to 
Canadian  painting.”  To  understand  their  work 
is  to  understand  in  large  part  the  history  of 
Canadian  sculpture.  They  have  been 
neglected,  until  now,  for  several  reasons. 

First,  the  production  of  academic  sculpture 
has  been  difficult  in  this  country  because 
of  lack  of  patrons  and  foundries;  thus  its  history 
has  not  been  a  long  ctne,  and  professional 
sculptors  have  been  few.  It  is  an  art  that 
demands  physical  strength  and  a  large  work 
space,  more  space  than  painters  require.  There 
are  also  financial  considerations,  not  the 
least  of  which  is  the  high  cost  of  materials. 

A  male  artist  with  a  family  to  support  may 
have  been  less  likely  to  make  a  career  of 
sculpture  than  women  like  Frances  Loring 
and  Florence  Wyle,  who  were  willing  to  forgo 
traditional  female  roles  and  make  personal 
sacrifices. 

Sculpture  has  been  called  the  “Ginderella 
of  the  Arts,”  defined  as  “something  you 
back  into  at  exhibitions  while  looking  at  the 
paintings.”  It  requires  more  space  to  display 
a  sculpture  than  a  painting.  Sculpture  is  also 
more  demanding  of  the  viewer  than  two- 
dimensional  forms  of  art,  partly  because  it 
intrudes  physically  on  the  viewer’s  physical 
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space.  Viewers  may  have  unrealistic  expecta¬ 
tions  betore  they  approach  the  work,  which 
may  affect  their  appreciation  of  it,  for  even  if 
the  work  realistically  portrays  something  or 
someone  known  in  real  life,  it  is  removed 
from  reality,  being  a  work  of  art.  Even  more 
traditional  sculpture  demands  an  appreciation 
of  abstract  form  and  a  sensitivity  to  the 
displacement  of  space  by  volume.  It  often  lacks 
the  illusionism  and  sensuality  offered  by  a 
painting,  print,  or  drawing  and,  like  theatre 
or  opera,  requires  the  suspension  of  disbelief. 


While  scholarship  in  the  area  of  historical 
Canadian  painting  steadily  advances,  and 
while  many  individuals  have  done  extensive 
research  on  Canadian  sculpture,  little  has 
been  published  to  date.  American  scholarship 
has  been  catching  up  in  this  field  since  the 
1976  Bicentennial  and  many  exhibitions  are 
backed  by  fine  publications  and  articles. 
Historical  sculpture  in  Quebec  has  also  re¬ 
ceived  more  attention  than  that  of  English 
Canada:  there  was  a  recent  exhibition  of 
Louis  Jobin  organized  by  the  Musee  du  Que- 
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bee,  and  a  new  publication  on  early  sculpture 
in  Quebec  by  John  Porter  and  Jean  Belisle. 
Several  exhibitions  in  the  past  decade  have 
included  sculpture,  set  within  the  context  of 
contemporary  paintings,  notably  “Visions 
and  Victories:  Ten  Canadian  Women  Artists 
1914-1945,”  organized  by  the  London 
Regional  Art  Gallery  in  1983,  hut  no  size¬ 
able  exhibition  has  been  devoted  purely  to 
sculpture.  This  exhibition  of  Frances  Loring 
and  Florence  Wyle,  the  first  ladies  of 
Canadian  sculpture,  is  a  first.  C.B. 


Notes  on  Technique 


Sculpture  is  primarily  an  art  ot  three 
dimensions.  In  its  more  traditional  tonns, 
it  is  made  by  modelling  in  a  plastic  material 
such  as  clay  (an  additive  process),  carving 
out  ot  a  solid  mass  (a  subtractive  process), 
or  by  assembling  various  materials,  (as,  tor 
example,  in  the  welding  ot  metal).  Throughout 
their  careers,  Frances  boring  and  Florence 
Wyle  employed  traditional  techniques  used  by 
sculptors  in  the  latemineteenth  and  early- 
twentieth  centuries.  They  carved  extensively 
in  wood  in  their  later  years;  however,  work¬ 
ing  directly  in  the  material  to  create  a  unique 
piece  was  an  idea  to  which  the  Girls  did 
not  generally  subscribe.  Even  Wyle’s  Cellist 
(Cat.  No.  61),  her  diploma  piece  executed  hrst 
in  mahogany,  also  exists  in  plaster. 

Theirs  was  an  art  conceived  ot  primarily 
in  multiples.  Because  ot  the  nature  ot  pro¬ 
duction,  which  involves  mould-making  and 
casting,  several  pieces  ot  sculpture  can  he 
created  from  the  same  trriginal  clay  model; 
the  tinal  number  cast  in  each  edition  is 
restricted  only  by  the  sculptor’s  wishes.  By 
limiting  the  number  ot  works  in  each  edition, 
the  sculptor  is  able  to  supervise  each  piece 
as  it  goes  through  the  casting  process,  and 
ensure  that  the  relatively  rare  quality  ot  the 
work  is  preserved.  As  well,  the  multiple  pro¬ 


cess  makes  the  work  available  to  more  than 
one  interested  collector.  For  example,  Frances 
boring  limited  the  number  ot  castings  ot  Sir 
Frederick  Banting  (Cat.  No.  55,  PI.  No.  3)  to 
hve,  and  when  a  sixth  was  requested,  the 
permission  of  the  original  five  owners  was 
sought.  Florence  Wyle  limited  the  number  ot 
castings  ot  Young  Mother  (Cat.  No.  45)  to 
hve;  Baby  with  Dolphin  (Cat.  No.  29)  to  three; 
and  Torso  (Mother  ot  the  Race)  (Cat.  No.  48) 
to  two  bronzes  and  one  marble.  (The  Na¬ 
tional  Gallery  of  Canada  owns  the  marble.) 
Another  reason  tor  limiting  the  numbers 
was  that  boring  and  Wyle  thought  only  hve 
taithtul  copies  could  he  had  trom  one  gelatin 
mould. 

Almost  no  sketches  or  small  rapid  drawings 
on  paper  exist  for  the  work  ot  boring  and 
Wyle.  Instead,  they  produced  sketches  called 
maquettes,  which  consist  of  small,  rapidly 
modelled  lumps  ot  clay  that  contain  the  genus 
ot  ideas.  Atter  the  roughly  fashioned  hrst 
sketch,  a  larger  version  that  contains  more 
detail  may  he  cast  in  plaster.  For  example, 
such  a  maquette  (Cat.  No.  30)  was  entered 
in  the  initial  stage  ot  the  National  War 
Memorial  Competition,  boring’s  maquettes 
for  the  Osgoode  Hall  War  Memorial 
(Cat.  No.  33)  gave  the  baw  Society  ot  Upper 
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Canada,  which  commissioned  it,  an  idea  c)t 
what  the  completed  piece  would  look  like. 

The  maquette  could  also  take  the  torm  ot  a 
more  hnished  piece  and  could  be  exhibited  as 
a  completed  work,  as  in  the  case  of  Study  of 
a  Girl  (Cat.  Nos.  32  and  50,  PI.  No.  2). 

The  smaller  piece  was  used  as  a  model  in  the 
enlargement  process.  Maquettes  were  used 
to  establish  main  hgural  groupings,  piise,  and 
detail  (See  Cat.  Nos.  91  to  94). 

The  next  stage  involved  making  a  larger 
clay  model,  often  halt-size  or  lite-size.  The 
tlexihle  material  is  applied  to  an  armature, 
which  is  made  ot  lead  wire,  wood,  or  wire 
mesh.  The  clay  must  he  kept  damp  so  that  it 
will  retain  its  tlexihility  and  not  crack,  and 
also  to  tacilitate  its  removal  trom  the  plaster 
mould.  Photographs  ot  the  studio  depict 
large  torms  swathed  in  wet  sheets;  it  was  par¬ 
ticularly  dithcult  to  keep  the  clay  moist  in 
such  an  inadequately  humidihed  space. 

The  clay  model  is  then  used  to  make  a 
mould,  either  a  waste  mould,  which  is  destroyed 
in  the  tinal  casting  prcxzess,  or  a  piece  mould, 
which  can  he  used  a  number  ot  times.  The 
damp  clay  is  surrounded  by  partially  calcinated 
or  dehydrated  gypsum — plaster.  The  sculptor 
hrst  spatters  the  clay  model  with  plaster,  then 
gradually  builds  up  a  thicker  wall  as  the  plaster 


Figure  35. 

Frances  Loring  with  tulFscale  clay  model  ot 
Victory.  Photographer  unknown.  Photo;  gilt  ot 
the  Estates  ot  Frances  Loring  and  Florence 
Wyle,  1983. 
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begins  to  set.  A  piece  mould  is  used  when  the 
sculpture  has  deeply  undercut  areas,  which 
would  he  destroyed  in  casting;  retaining  walls 
of  clay  are  built  up  to  section  off  each  individual 
piece  of  the  mould.  Once  the  mould  is  fin¬ 
ished  the  clay  model  is  removed,  leaving  its 
negative  impression  on  the  inside  of  the 
mould.  The  next  step  is  to  cast  the  work  in 
plaster.  If  a  piece  mould  has  been  used,  the 
pieces  are  reassembled  and  bound  together. 
Then  liquid  plaster  is  poured  into  the  waste 
mould  or  the  piece  mould  and  left  to  set.  The 
cast  can  be  reinforced  with  burlap,  chicken 
wire,  or  some  form  of  fibre  after  the  first  coat 
of  plaster  has  been  applied.  When  the  liquid 
plaster  has  set,  the  piece  mould  is  disassembled. 
Or,  in  the  case  of  a  waste  mould,  the  mould 
is  chipped  away  to  reveal  the  form,  a  replica  in 
plaster  of  the  original  clay  model. 

It  was  usually  this  plaster  cast  that  was 
displayed  in  exhibitions,  with  a  patina  painted 
on  to  indicate  the  permanent  material  the 
sculptor  intended  for  the  piece.  By  definition, 
patina  refers  to  the  film  or  incrustation, 
produced  naturally  by  oxidation,  that  alters 
the  surface  of  substances;  a  green  patina 
is  most  common  on  bronze.  A  patina  can  be 
artificially  induced  through  the  application 
of  chemicals  and  heat  to  the  metal.  In  the  case 
of  plaster  casts,  an  artificial  patina  is  painted 
on  to  simulate  the  appearance  of  metal  or 
stone.  Various  shades  of  green  were  used 
to  indicate  bronze  (Sir  Robert  Borden,  Cat. 
No.  93,  or  The  Miner,  Cat.  No.  60); 
and  a  terra-cotta  colour  could  signify  stone 


(Bain  Fountain  Figure,  Cat.  No.  72).  Sealing 
the  plaster  with  shellac,  wax,  or  linseed  oil, 
then  applying  an  oil-based  paint,  also  served 
to  protect  the  work  and  to  give  the  sculptor 
some  idea  of  how  it  would  look  in  permanent 
form.  Unfortunately,  all  too  often  the  work 
never  got  beyond  the  plaster  stage.  (That 
is  why  there  are  so  few  metal  or  stone  sculp¬ 
tures  and  so  many  plaster  casts. )  When  casts 
were  made  from  the  piece  mould,  the  parting 
lines  of  the  mould  were  often  visible  unless 
the  sculptor  refinished  the  surface  of  the 
plaster,  or  otherwise  disguised  the  lines.  (See 
Study  of  a  Girl,  Cat.  No.  32,  and  The  Mhier, 
Cat.  No.  60). 

Works  that  did  progress  beyond  plaster 
were  delivered  to  a  foundry  or  a  stone  carver. 
There  were  few  foundries  in  Canada  in  the 
early  years,  and  in  Canada,  none  was  consid¬ 
ered  trustworthy  by  the  Girls.  Even  as  late 
as  1964,  Frances  Loring  advised  a  friend  not 
to  let  anyone  persuade  her  to  have  one  of 
her  works  cast  in  Canada.  “A  head  is  too 
subtle  a  thing  for  them  to  handle,”  she 
wrote.  Loring  and  Wyle  had  most  of  their 
casting  done  in  the  United  States,  at  Gorhams 
or  at  the  Roman  Bronze  Works,  or  else  in 
Belgium,  which  was  less  expensive  but  took 
longer. 

Two  types  of  casting  are  possible  at  a 
foundry';  the  lost-wax  method  and  sand  casting. 
In  the  first  instance,  a  gelatin  piece  mould 
is  made  from  the  plaster  cast.  The  interior  of 
the  gelatin  (modern  foundries  use  vinyl)  is 
coated  to  the  thickness  of  about  an  eighth  of 


an  inch  with  wax,  which,  when  it  is  set,  is 
removed  from  the  mould.  When  it  is  assem¬ 
bled,  it  is  an  exact  duplicate  of  tbe  plaster 
cast.  It  is  then  filled  with  and  surrounded  by 
heat-resistant  plaster.  Then  the  entire  unit 
is  subjected  to  intense  heat,  which  burns  t)ut 
tbe  wax,  leaving  a  hollow  space,  which  will 
receive  the  molten  brtinze.  (Sand  casting 
differs  from  the  lost-wax  method  only  in  the 
technique  used  to  produce  the  wax  model.) 
The  sculptor  checks  the  wax  model,  since  the 
bronze  will  reproduce  it  exactly,  including 
any  bubbles  or  other  flaws  in  its  surface.  The 
sculptor  also  checks  the  bronze  once  it  is 
cast,  to  find  any  imperfections  and  to  ad\'ise 
the  foundry  on  the  type  of  patina  desired. 
The  sculptor  thereby  retains  control  of  the 
quality  of  the  final  product.  (One  must  be 
wary  of  posthumous  castings  or  castings  in 
which  the  sculptor  plays  no  part.)  The 
bronze  cast  is  twice  removed  from  the  clay 
model,  and  there  is  the  danger  that  the  sub¬ 
tleties  of  the  sculptor’s  original  concept 
could  be  lost.  The  plaster  cast,  of  v\hich  there 
are  many  examples  in  this  exhibition,  is 
closest  to  the  original  concept. 

With  works  to  be  carved  in  stone,  the 
sculptor  can  also  maintain  some  degree  of 
control.  He  or  she  usually  provides  a  profes¬ 
sional  stonecarver  with  a  full-scale  plaster 
model  from  which  to  rough  out  the  work 
in  stone  to  within  a  specified  distance  from 
the  finished  surface.  The  sculptor  will  then 
refine  it  to  his  or  her  liking.  (See  Wyle’s 
Sea  and  Shore,  Cat.  No.  80.)  C.B. 
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Figure  1. 

Florence  Wyle  ar  the  Art  Institute  of  Chicago, 
working  on  The  Spirit  of  the  Mmes,  c.  1910. 
Special  Collections,  E.P.  Taylor  Reference  Li¬ 
brary,  Art  Gallery  of  Ontario,  Toronto.  Gift 
of  the  Estates  of  Frances  Loring  and  Florence 
Wyle,  1983. 
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Conservation  of  the 
ScuEPTURE  Collection 


While  cast  plaster  provides  the  most 

taithtul  copy  ot  an  original,  it  is  alst) 
one  of  the  most  fragile  materials  for  sculp- 
ture.  The  surface,  which  may  appear  quite 
solid,  is  in  fact  relatively  soft  and  prone  to 
scratching,  chipping,  and  water  damage.  The 
structure  can  he  readily  cracked  t>r  broken, 
in  spite  of  the  presence  of  metal  armatures.  In 
preparation  for  this  exhibition,  most  of  the 
plasters  required  some  form  of  conservation 
treatment,  ranging  from  cleaning  and  surface 
stabilization  to  structural  repair  to,  in  some 
cases,  reconstruction  tir  restoration. 

Over  the  years,  a  number  of  the  plasters 
had  been  stored  in  old  studio  spaces,  garages, 
or  basements  where  substantial  dirt  and 
grime  built  up  on  their  surfaces.  Thus  the 
most  common  treatment  was  to  clean  the 
surface  of  the  works  with  various  aqueous- 
and  solvent-based  agents.  At  times  this  was 
complicated  by  the  solubility  of  the  paint 
or  by  a  soluble  paint  patina,  which  was  difficult 
to  distinguish  from  the  dirt. 

Damage  to  the  paint  surface — scratches, 
gouges,  chips,  and  flaking — were  also  common. 
The  flaking,  which  inv'olved  actual  lifting 
of  the  uppermost  paint  layers  in  flake-shaped 
segments,  was  treated  by  introduction  of 
suitable  consolidants  to  the  affected  area. 


followed  by  gentle  manipulation,  to  set  the 
flakes  hack  into  position.  Smaller  scratches  and 
chips  were  filled  with  fresh  plaster,  and,  with 
other  areas  of  missing  paint,  were  toned, 
or  “inpainted,”  for  visual  integration  with  the 
surrounding  areas.  Before  we  cleaned  the 
plasters,  we  examined  them,  and  we  learned 
that  the  Girls  frequently  repainted  their 
plaster  sculptures,  often  with  very  different 
colours.  The  new  paint  may  have  been  applied 
to  cover  surface  damages  and  repairs,  to 
refinish  after  casting,  where  the  plaster  had 
been  used  to  prepare  the  mould,  and  some¬ 
times  to  change  the  colour  for  a  new  exhibi¬ 
tion  of  the  wi'rk. 

Other  forms  of  surface  cleaning  proved 
more  complicated.  For  example.  The  Miner 
(Cat.  No.  60)  and  The  OLi  One  (Cat.  No.  8) 
were  encrusted  by  mould  residues  left  after 
casting.  Since  the  casting  was  posthumous,  the 
artist  had  not  repainted  the  work.  It  was 
left  to  the  conservators  to  remove  the  residue 
mechanically,  using  fine  needles  and  scalpels. 
Not  all  the  mould  could  he  removed  without 
damage  to  the  original  surface.  Thus,  along 
with  the  clearly  visible  “parting  lines,”  hits  of 
mould  material  are  still  visible  in  indentations 
and  crevices,  giving  the  sculptures  a  very 
different  appearance  from  the  rest  of  the 


collection.  The  large  Study  of  u  Girl 
(Cat.  No.  50,  PI.  Nt).  2)  had  been  acciden¬ 
tally  spattered  with  white  paint,  especially 
the  head  and  right  shoulder.  Anything  that 
dissolved  the  spatters  also  dissolved  the 
underlying  paint,  so  the  hundreds  of  spatters 
were  removed  manually — cme  at  a  time. 

More  radical  treatment  was  required  for 
plasters  that  had  suffered  major  damage 
or  breaks.  The  baby  of  Baby  with  Dolphin 
(Cat.  No.  29)  was  completely  mi.ssing  the  big 
toe  of  his  right  foot.  Fortunately,  photographs 
provided  adequate  evidence  to  allow  con¬ 
struction  of  a  new  toe.  To  distinguish  the 
restoration  from  the  original  casting,  the  toe 
was  painted  a  slightly  different  colour.  In 
Study  for  Sir  Robert  Borden  (a)  (Cat.  Nt).  91), 
the  head  had  broken  off  at  the  neck;  the 
figure  was  missing  a  right  foot  and  the  right 
section  of  the  base.  Attachment  of  the 
head  with  a  stainless-steel  dowel  was  quite 
straightforward,  hut  the  RH)t  pre.sented  stime 
problems.  There  was  no  photograph  of  the 
complete  sculpture  to  work  from.  The  base  had 
to  he  completed  to  ensure  stability  of  the 
sculpture;  this  was  done  first.  Then,  using  the 
existing  foot  as  a  model  and  following  the 
direction  indicated  by  a  fragment  of  heel,  a 
new  Rxit  was  carved  in  mirror  image  of  the 


xvii 


other.  Once  again,  rlie  cokuir  ot  the  restored 
area  is  slightly  different  from  the  original. 

The  small  Figural  Grouping,  (Sketch  fi>r  a 
war  mem<.)rial)  (Cat.  No.  30)  presented  a 
problem:  the  soldier’s  head  was  missing.  Again, 
there  was  insufficient  photographic  ei  idence 
for  recmistruction.  We  had  no  idea  of  the 
features  for  a  face,  iir  even  the  angle  of  incli- 
nation  for  the  head.  Yet  it  was  disturbing 
to  view  the  work  in  its  damaged  state.  The 
solution:  to  provide  a  temporary  head  shape, 
formed  from  tinted  wax  and  loosely  set  onto 
the  neck.  From  a  viewing  distance,  the  work 
presents  a  coherent  image  for  interpretation, 
but  the  temporary  restoration  is  clearly 
recognizable,  and  can  he  removed  at 
any  time. 

A  number  of  the  works  conserved  for  this 
exhibition  were  of  materials  other  than  plas¬ 
ter.  Some  of  the  carved  wood  pieces  required 
only  light  surface  cleaning,  toning  of  the 
fine  surface  scratches,  and,  in  some  cases, 
securing  of  metal  plaques.  The  small  cast- 
iron  bookends  had  all  accumulated  areas  of 
surface  rust,  which  was  removed  by  gentle 
surface  cleaning.  Because  of  the  presence  of 
paint  on  these  w'orks,  not  all  the  rust  could 


he  removed  safely.  Birdba(h  (Cat.  No.  58),  a 
life-size  bronze,  displayed  problems  similar 
to  some  of  the  plasters.  After  years  out  of 
doors,  it  had  developed  an  uneven  layer  of 
surface  corrosit>n — its  natural  patina.  To  dis¬ 
guise  the  corrosion,  someone  covered  the 
work  with  a  thick  layer  of  black  paint,  which 
was,  in  turn,  accidentally  spattered  with 
white  paint  at  some  point.  Previtjus 
attempts  had  been  made  to  remove  the  paint 
from  the  figure’s  left  arm,  with  limited  suc¬ 
cess.  F4owever,  enough  of  the  bronze  surface 
was  exposed  to  suggest  that  a  full  cleaning 
could  be  carried  out.  After  several  days  of 
work,  the  original  patinated  surface  was 
exposed,  revealing  subtle  nuances  of  form  that 
had  long  been  hidden  under  the  paint. 

Several  stone  pieces  had  also  suffered  from 
years  of  exposure  out  of  doors.  One  of  the 
cast-stone  Blue  Herons  (Cat.  No.  31h),  Bahy 
Fountain,  Girl  (Cat.  No.  42),  and  Marble 
Fountain  (Boy  aitcl  Grapes)  (Cat.  No.  1)  had 
accumulated  layers  of  caked  dirt,  leaves, 
tree  resins,  mould  stains,  and  deposits  of 
dried  green  algae.  Washing  of  each  work  took 
a  hill  day,  with  help  from  Technical  Services 
staff  to  manipulate  the  heavy  pieces  (the 


largest  weighed  more  than  seven  hundred 
pounds)  in  the  show'er.  Everyone  got  rather 
wet,  but  the  results  were  most  satisfying, 
even  though  some  deep-set  stains  are  still 
visible. 

Modern  or  early-twentieth-century  Cana¬ 
dian  sculpture  was  very  much  a  product  of 
the  times.  Where  expense  and  availability  of 
materials  so  dictated,  sculpture  was  produced 
in  temporary  fragile  plaster.  Alternatively, 
sculpture  was  commissioned  for  public  areas 
or  exterior  landscape  settings  where  time, 
nature,  ptillution,  and  vandalism  have  taken 
their  tolls.  The  range  of  conservation  treat¬ 
ments  carried  out  for  this  exhibition  generally 
reflect  the  problems  encountered  with  much 
Canadian  sculpture  of  this  period.  For  the 
conservators  who  worked  on  the  project,  there 
is  great  satisfaction  in  having  ccintrihuted 
to  the  preservation  of  a  body  of  important 
work;  and  there  is  pleasure  in  seeing  the  pieces 
brought  to  a  state  more  closely  resembling 
their  original  appearance  and  perfection. 

Sandra  Law'rence 
Chief  Conservator 
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Figure  6. 

Frances  Loring,  c.  1905.  Photographer  unknown. 
Photo:  gilt  ol  the  Estates  of  Frances  Poring 
and  Florence  Wyle,  1983. 
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Influences 


The  names  Frances  LorinjJ  and  Florence 
Wyle  are  inextricably  linked  in  the 
history  of  sculpture  m  Canada  and  in  the 
minds  of  those  who  knew  them.  Artec t innately 
called  “the  Girls”*  and  known  as  the  Loring- 
Wyles,  they  have  always  been  thought  ot 
as  team-mates  whose  work  was  so  closely 
related  as  to  he  indistinguishable  at  times.’  It 
was  natural  that  they  should  be  connected 
in  this  way  because  there  were  very  tew  other 
women  sculptors  in  Canada  in  the  early 
years,  and  because  they  shared  a  studio,  first 
in  New  York  for  three  years  (1909  to  1912), 
then  in  Toronto  from  1914  until  they  were 
both  hospitalized  in  1966.  They  otten  com¬ 
peted  with  each  other  and  with  triends  and 
colleagues  for  the  tew  commissions  available 
(the  National  War  Memorial,  1925;  the 
Metropolitan  Lite  Insurance  Company  Com¬ 
petition,  1938).  They  would  compete  tor 
some  projects  (relief  panels  tor  the  Bank  ot 
Montreal,  1948,  or  the  Calvert  Drama  Tro¬ 
phies,  1953)  and  collaborate  on  others  (the 
Dttminion  Coat  of  Arms  on  the  Customs 
Building,  Niagara  Falls,  Ontario,  1941;  a 
design  for  the  memorial  to  King  George  VI, 
c.  1955).  And  there  is  evidence  that  their 
interaction  was  mutually  beneticial  to  their 
creative  development.’ 


Where  similarities  exist  in  their  wtirk, 
more  otten  than  not  it  is  in  terms  of  subject 
matter,  which  may  have  been  specified  in 
a  particular  commission  and  may  simply  reflect 
the  spirit  ot  the  times.  In  actual  tact,  the 
stylistic  differences  in  their  work  are  striking 
and  reflect  their  individual  temperaments 
and  the  different  paths  their  lives  had  followed 
(their  mutual  interest  in  sculpture  aside) 
before  Frances  Loring  met  Florence  Wyle  at 
the  Art  Institute  ot  Chicago  in  1905.  In 
short,  Frances  Loring  considered  herself 
primarily  a  sculptor  ot  monuments  and  an 
architectural  designer, ■*  preferring  to  work  on 
a  large  scale.  Of  her  friend,  Florence  Wyle 
commented  that  she  “didn’t  like  to  do  pieces 
unless  she  had  to  climb  a  ladder  to  get  at 
them.”’  Her  sculpture  bears  the  mark  ot  an 
extrovert  in  its  heroic  scale  and  in  the  dynamic 
quality  that  energizes  the  best  ot  her  work. 
Florence  Wyle  was  more  concerned  with  pure 
form  than  dramatic  effect,  and  had  a  better 
grasp  ot  modelling  and  anatomy  than  her 
colleague.  Stylistically,  her  work  is  more 
introverted  and  detached,  more  intimate  in 
character,  usually  smaller  in  scale  and  more 
refined  in  treatment.  A  journalist  in  the  1920s 
perceived  the  work  ot  Frances  Loring  as 
having  “mtire  emotion,  a  tenser  drama  in 


line  and  movement,”  and  something 
close  to  the  “aching  ‘terribilita’  ot  Michel 
Angelo,”  and  that  ot  Florence  Wyle  as 
“quieter,  more  finished  and  reserved,  more 
‘Greek.’  Produced  over  a  period  ot  nmre 
than  halt  a  century  as  these  women  worked 
side  by  side,  the  sculpture  ot  one  acts  as  a 
perfect  foil  for  the  work  ot  the  other,  illumi¬ 
nating  it  by  contrast. 

Florence  Wyle  was  born  on  November  24, 
1881,  in  Trenton,  Illinois  to  Solomon  B. 
Wyle  and  Libbie  Sandtord  Wyle.  Accord¬ 
ing  to  Rebecca  Sisler,  Florence,  her  twin 
brother,  Frank,  and  their  three  siblings  were 
brought  up  in  a  strict  patriarchal  househtild 
in  Waverly,  Illinois  where  the  family  moved 
around  1884.  It  seems  that  Florence  received 
encouragement  only  tor  the  traditional 
female  role,  which  confined  her  to  the  home, 
although  she  would  have  preferred  to  take 
her  brother’s  place  out  ot  doors.  She  was 
resentful  ot  these  restrictions,  which  she  felt 
to  be  unjust,  and  this  affected  her  in  adult¬ 
hood.  The  persona  she  adopted  later  in  life — 
a  brusque  manner  and  mannish  dress — was 
her  way  ot  dealing  with  what  she  perceived  to 
be  the  unfairness  ot  being  a  woman  in  a 
man’s  profession,  or,  for  that  matter,  in  a 
man’s  world.  These  restrictions  must  have  been 


a  f’rear  taistration  tor  Florence,  who,  accord- 
ing  to  a  former  school  chum,  was  an  excellent 
student  skilled  at  gymnastics  and  boxing.' 

It  would  have  been  with  a  feeling  of  liberation 
that  she  enrolled  in  a  pre-medical  course  at 
the  University  of  Illinois  at  Urbana  in  1900, 
doubtless  in  the  face  of  parental  disapproval. 
Although  she  specialized  in  science,  Wyle 
excelled  in  the  anatomical  drawing  and 
sculpture  courses  that  were  part  of  the  science 
curriculum. 

There  may  have  been  some  interaction 
between  the  medical  schools  and  the  Art 
Institute  of  Chicago  by  the  1890s.  A  course 
in  anatomy  for  artists  was  otiered  by  the 
Institute.  Flowever,  unlike  the  Pennsylvania 
Academy  of  the  Fine  Arts  in  Philadelphia, 
it  did  not  include  dissection.  However,  the 
Circular  of  Instruction  for  1892-1893  stated 
that  arrangements  could  he  made  with  the 
medical  schools  for  those  who  wished  to  have 
this  experience.'^  After  three  years,  Wyle 
transferred  to  the  School  of  the  Art  Institute 
of  Chicago  to  pursue  her  growing  interest 
in  art.  She  was  twenty-two  years  of  age. 

The  next  six  years  were  spent  at  the  Art 
Institute,  first  as  a  student,  then  as  a  teacher. 
The  Circular  of  Instruction  boasted  that  “the 
opportunities  for  the  study  of  the  human 
figure,  which  is  universally  regarded  as  the 
basis  of  the  practice  of  art,  are  quite  excep¬ 
tional  in  the  Art  Institute.”  The  school  was 
also  very  proud  of  its  department  of  model¬ 
ling  and  sculpture,  which  it  believed  to  be  of 
“unusual  importance.”  Under  the  practical 
guidance  of  Lorado  Taft  and  Charles  Mulligan, 
the  students  would  “follow  the  usual  routine 
of  academic  modelling  of  head  and  figure,  and 
the  composition  of  small  groups,  land]  com¬ 
pose  and  model  draped  figures,  set  up  their 
own  armatures,  execute  large  figures,  cut 


marble,  and  in  general  perform  the  practical 
work  of  the  studio.”  It  was  believed  that 
in  this  way,  they  would  be  prepared  for  the 
actual  practice  of  their  profession.  It  was 
the  only  school  in  the  United  States  at  the 
turn  of  the  century  that  taught  student  sculp¬ 
tors  to  carve  in  marble  themselves.  It  was 
the  usual  practice  for  professional  sculptors  of 
the  day  to  hand  the  plaster  cast  over  to 
stonecarvers,  w'ho  would  transfer  it  into  stone,'' 
but  the  school  felt  that  the  student  should 
have  firsthand  knowledge  of  the  procedure. 

Initially,  Wyle  studied  drawing  and  paint¬ 
ing,  and  took  a  course  called  “Life  and 
Antique”  with  Frank  Phoenix  (a  graduate 
of  the  Art  Institute  w'ho  had  attended  the 
Academie  Julian,  Paris)  and  John  Id.  Van- 
derpoel  (also  a  graduate  of  the  Art  Institute, 
and  a  former  pupil  of  Louis  Boulanger  and 
Jules  Lefebvre  in  Paris).  While  very  few 
drawings  of  hers  remain,  apart  from  rapid 
sketches  in  notebooks,''^  there  are  a  number 
of  small  oil  sketches  done  both  during  a  stay  at 
the  Gravenhurst  Sanitarium  in  1917  to  1918 
and  on  a  trip  to  British  Columbia  with  the 
painter  Anne  Savage  in  1927. 

It  does  not  appear  that  Wyle  studied  clay 
modelling  during  her  first  year  at  the  school, 
but  in  the  CircuLir  of  Imtructum  for  1904-1905 
she  is  listed  as  a  member  of  the  life  class 
and  of  the  evening  modelling  class.  The  fol- 
low'ing  year  she  continued  in  Vanderpoel’s 
classes,  working  from  the  nude  figure  in  the 
mornings,  then  studying  modelling  with 
Lorado  Taft  in  the  afternoons  (Figure  1,  p. 
xvi).  She  was  also  studying  French. There  is  no 
indication  that  she  graduated;  however,  the 
diploma  was  discontinued  in  some  areas  the 
very  year  she  would  have  completed  her  course 
of  study.  (A  diploma  was  seen  as  valuable 
only  to  graduates  in  architecture  and  design 


and  to  those  who  wished  to  become  teach¬ 
ers.)  If  Florence  intended  to  become  a 
professional  sculptor,  a  diploma  would  not 
have  been  a  requisite,  which  perhaps  explains 
w'hy  she  did  not  receive  one. 

Florence  Wyle’s  association  with  the  Art 
Institute  continued  for  several  years  after 
the  completion  of  her  formal  training.  She 
taught  modelling  part-time  from  July  1906 
until  September  1909,  sometimes  as  an 
assistant  to  Charles  Mulligan  (1866-1916), 
who  became  head  of  the  sculpture  depart¬ 
ment  after  Taft’s  retirement  in  1906.  Mulligan 
taught  her  htiw  to  cut  marble;  he  had  worked 
as  a  marble  cutter  in  Chicago  before  meeting 
Taft  and  becoming  the  foreman  of  his  work¬ 
shop,  which  was  set  up  to  prepare  for  the 
1893  World’s  Columbian  Exposition."  Rebecca 
Sisler  relates  that  Wyle  regarded  her  relation¬ 
ship  with  Mulligan  as  a  love  affair  of  some 
depth  and  duration,'’  and  he  may  have  been 
one  of  the  reasons  she  stayed  on  at  the 
school. 

By  1908,  Wyle  was  well  on  her  way  to 
becoming  established  in  the  Chicago  art  world. 
She  was  settled  in  Oak  Park,  Illinois,  a 
suburb  of  Chicago,  in  a  house  her  mother  had 
helped  her  to  purchase,  and  where  various 
family  members  boarded  from  time  to  time  to 
help  with  the  rent.'^  She  began  showing 
work  in  the  Chicago  Artists  Exhibition  that 
year,  and  executed  a  number  of  portraits, 
which  may  have  been  commissions,  such  as 
a  head  of  Dr.  David  Monash,  a  physician 
and  surgeon  who  instructed  in  obstetrics  at 
Northwestern  University  Medical  College. 
This  work  is  known  today  only  from  a 
photograph. 

Elorence  received  the  commission  to  design 
a  drinking  fountain  for  the  Art  Institute  of 
Chicago  from  Newton  Flenry  Carpenter,  a 
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former  instructor  at  the  institute,  who  was 
secretary  there  from  1881  to  1916.  Boy  and 
Grapes  (Cat.  No.  1)  was  installed  in  the 
south  corridor  of  the  institute  in  the  summer 
of  1908,  after  it  was  shown  in  an  exhibition 
called  “Works  by  Chicago  Artists”  earlier  that 
year.  Designed  and  executed  entirely  by 
Wyle,  it  is  an  important  work  in  her  oeuvre 
for  two  reasons.  First,  she  would  return  to 
the  theme  of  a  baby  with  a  jug  many  times 
in  her  career  (see,  for  example.  Cat.  No.  42); 
it  is  the  type  of  work  by  which  she  first 
became  known.  Second,  it  is  closely  allied  to 
work  being  done  by  contemporary  American 
sculptors,  particularly  Janet  Scudder  (1872- 
1940).  Boy  and  Grapes  thus  places  Florence 
Wyle  firmly  in  the  tradition  of  American 
sculpture  of  the  late-nineteenth  and  early- 
twentieth  centuries. 

Having  placed  Wyle  within  this  tradition, 
something  should  he  said  of  the  nature  of 
American  sculpture  in  the  first  decade  of  the 
twentieth  century.  The  Centennial  Exhibi¬ 
tion  in  Philadelphia  in  1876  had  made 
American  artists  more  aware  of  French  art, 
which  was  impressively  represented  there. 
Before  the  fair,  American  sculptors  went  en 
masse  to  Italy  to  find  the  schools  and  mate¬ 
rials  they  needed  to  produce  the  idealized 
marbles  then  in  demand  (and  which  gave  rise 
to  the  term  “white  marmorean  flock”).  The 
generation  after  1876  was  drawn  instead  to 
Paris,  the  undisputed  centre  of  .sculptural 
activity  hy  the  1880s.  It  was  in  the  art  schools 
of  Paris,  and  particularly  at  the  Ecole  des 
Beaux- Arts,  that  young  Americans  learned  a 
new  style,  which  satisfied  the  demand  being 
made  hy  a  “Renaissance  America”  for  an  art 
of  “bold  naturalism  and  idealized  imagery 
that  would  reflect  its  destiny,  its  aspirations, 
and  its  enormous  pride  and  confidence.”''’ 


The  first  to  meet  this  demand  were  Augustus 
Saint-Gaudens  (1848-1907),  Daniel  Chester 
French  (1 850-19 M),  and  Olin  Warner 
(1844-1896),  followed  by  Frederick  William 
MacMonnies  (1863-1937),  Paul  Wayland 
Bartlett  (1865-1925),  George  Grey  Barnard 
(1863-1938),  and  others.  The  Beaux-Arts 
style  in  which  these  sculptors  w’orked  was 
characterized  hy  flickering  surfaces  and  spon¬ 
taneous  modelling,  a  vigorous  naturalism, 
and  decorative  qualities  in  both  subject  and 
form.  The  human  figure  remained  the  main 
vehicle  of  expression;  often  abstract  concepts 
w'ere  represented  through  personification. 

The  medium  best  suited  to  these  stylistic 
qualities  was  bronze,  which  replaced  marble  as 
the  predominant  material  for  sculpture  in 
the  late  nineteenth  century. 

Lorado  Taft,  Wyle’s  teacher  at  the  Art 
Institute  and  the  author  of  The  History  of 
American  Sculpture,  first  published  in  1903, 
acknowledged  in  his  book  that  America  owed 
the  new  spirit  in  sculpture  to  France,  but 
hastened  to  add  that  the  result  was  not  French 
sculpture;  “Paris  has  vitalized  the  dormant 
tastes  and  energies  of  America,  that  is  all.”'"’ 
Cyrus  E.  Dallin  (1861-1944),  best  known 
as  a  sculptor  of  the  American  Indian,  who  had 
been  influenced  by  his  training  at  the  Acade- 
mie  Julian  in  Paris  and  by  the  noted  French 
sculptor  Henri  Chapu  (1833-1891),  disagreed. 
In  an  article  published  in  a  Chicago  art 
journal  in  1903,  entitled  “American  sculpture: 
its  present  aspects  and  tendencies,”  Dallin 
confessed  that  American  sculpture  was  pre¬ 
eminently  a  reflection  of  France,  and  had 
not  yet  acquired  a  national  character.  Perhaps 
Taft  did  not  want  to  admit  that  the  lessons 
of  the  French  ateliers  were  not  yet  fully 
digested  by  American  sculptors,  for  he  had 
been  responsible  for  bringing  the  French 


sculptural  tradition  to  the  Art  Institute  of 
Chicago:  he  had  studied  in  Paris  at  the  Atelier 
Thomas  in  the  first  half  of  the  1880s.'’ 

Florence  Wyle  did  not  study  in  France, 
but  she  was  exposed  to  the  Beaux-Arts  tradi¬ 
tion  by  her  two  teachers.  (Mulligan  had 
been  a  student  of  Alexandre  Falguiere,  1831- 
1900.)  She  travelled  to  England,  France, 
and  Belgium  for  the  first  time  in  1924  and, 
when  questioned  in  the  1940s  as  to  how  the.se 
travels  had  influenced  her  work,  .she  replied 
that  they  had  “made  her  more  satisfied  with 
this  side  of  the  Atlantic.”'”  In  any  case,  her 
early  work  was  more  closely  allied  with  more 
immediate  sources;  namely,  works  by  con¬ 
temporary  Americans  wh(.)se  sculpture  could 
at  times  be  very  French  indeed.  The  best 
example  of  this  is  Dancing  Boy,  from  about 
1910  (Cat.  No.  2). 

Dancing  Boy  was  exhibited  frequently  in 
the  early  years,  and  it  is  possible  that  more 
than  one  bronze  was  cast.'"’  When  it  was 
first  shown  at  the  Winter  Exhibition  of  the 
National  Academy  of  Design  held  at  215 
West  Fifty-seventh  Street  (now  the  Art 
Students  League  Building)  in  New  York  City 
in  December  1910,  a  reviewer  described  it 
as  having  “grotesque  but  graceful  abandon.”’'’ 
In  pose  and  buoyant  spirit,  as  well  as  in 
modelling,  the  work  shares  much  with  Fred¬ 
erick  MacMonnies’  infamous  Biiccfumte  ivith 
an  Infant  Faun  1893  (Figure  2),  a  cast  of  which 
was  removed  from  the  courtyard  of  the  Bos¬ 
ton  Public  Library  soon  after  it  was  placed 
there  and  offered  to  the  Metropolitan  Museum 
of  Art  in  New  York,  where  it  currently  re¬ 
sides.  Reductions  were  later  made,  as  well  as 
a  full-scale  replica  for  the  Luxembourg  Mu¬ 
seum  in  Paris.  Its  “frivolous”  quality  appealed 
to  the  French,  who  were  accustomed  to 
works  such  as  one  hy  Hippolyte  Moulin  (1832- 
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Figure  2. 

Frederick  William  MacMonnies.  Bacchante  with 
an  Infant  Faim,  1893.  Bronze.  The  Metropoli- 
tan  Museum  ot  Art,  New  York,  Gift  of  C.F. 
McKim,  1897.  (97.19) 


1884),  A  Lucky  Find  at  Pompeii.  Made  after 
1863,  it  was  typical  of  French  Salon  sculpture 
of  the  period  in  that  it  was  an  exotic  ^enre 
subject  and  an  adolescent  in  an  active, 
unconventional  pose.  A  critic  ttf  the  1864 
Salon  noted  that  the  best  statues  stood  only 
on  one  foot.^‘ 

Wyle’s  Dancing  Buy  is  more  awkward  in 
pose  than  its  forerunners;  he  appears  unstable, 
and  the  uncomfortable  disposition  of  his 
arms,  which  embrace  the  space  before  bim, 
is  more  suggestive  of  an  attempt  to  regain  his 
balance  than  a  purposeful  gesture  related  to 
a  dance.  Wyle’s  intention  to  create  a  sinuous 
Art  Nouveau  silhouette  by  positioning  the 
limbs  in  this  manner  has  resulted  in  an  awk¬ 
ward  tension.  She  was  more  successful  in  a 
later  version  of  a  dancing  child  executed 
around  1928  for  Lady  Eaton  (Figure  3). 

The  sculptor  whose  work  Wyle’s  most 
closely  resembles  was  Janet  Scudder,  who  was 
born  at  Terre  Haute,  Illinois,  and  worked 
in  the  studio  of  Lorado  Taft  around  the  time 
of  the  Chicago  World’s  Fair.  She  was  one 
of  Taft’s  “White  Rabbits,’’  the  name  given  to 
Taft’s  corps  of  female  assistants.  (By  the 
1890s,  there  were  many  female  sculptors  in 
the  United  States,  probably  because  art  schools 
opened  their  doors  to  women  during  the 
previous  decade,  and  because  of  the  growing 
popularity  of  small  bronzes,  which  provided 
women  with  unprecedented  opportunities  to 
become  sculptors. “  One  may  assume  that 
the  intimacy,  informality,  and  freedom  from 
the  standard  subject  matter  of  monumental 
works  attracted  women  to  the  medium,  as 
would  the  greater  ease  of  working  on  a  smaller 
scale.  The  careers  of  boring  and  Wyle  began 
in  the  wake  of  this  trend.) 

After  she  worked  for  Taft,  Scudder  studied 
with  Frederick  MacMonnies  in  Paris.  His 
example  provided  her  with  an  alternative  to 


creating  ponderous  public  monuments;  she 
preferred  to  sculpt  pleasing,  light-hearted 
works.  She  achieved  this  in  the  many  fountain 
figures  of  children  for  which  she  is  best 
known,  such  as  the  Frog  Fountain,  1901 
(Metropolitan  Museum  of  Art,  New  York), 
which  features  a  small  boy  balancing  on  one 
foot  surrounded  by  three  frogs  from  whose 
open  mouths  spout  small  jets  of  water.  Wyle’s 
Baby  (Cat.  No.  1 1),  a  portrait  done  in  1915, 
is  exactly  the  type  of  sculpture  Scudder  was 
doing  at  that  time. 

Florence  Wyle’s  early  work  may  also  be 
compared  to  that  of  the  most  noteworthy 
American  Beaux-Arts  sculptors,  Daniel 
Chester  French  and  Augustus  Saint-Gaudens. 
Winged  personifications  were  an  integral  part 
of  French’s  new  ideal  imagery,  used  to  ex¬ 
press  abstract  concepts,  as  in  The  Angel  of 
Death  and  the  Sculptor  (the  Milmore  Memo¬ 
rial),  which  is  in  the  Metropolitan  Museum 
of  Art.  Wyle  used  this  imagery  in  her  Angel 
of  the  Pool  (c.  1910;  Figure  4,  p.  68),  also 
known  as  “Spirit  of  the  Spring,”  or  “Angel — 
Memorial  Fountain”,  a  piece  that  has  been 
lost.  However,  Florence  Wyle’s  greatest 
strength  as  a  sculptor  is  revealed  in  her  por¬ 
traits  in  shallow  relief,  and  one  of  the  finest 
is  called  F.  C.  Luring,  done  in  the  1920s 
(Cat.  No.  40).  An  exemplar  was  to  be  found 
in  the  work  of  Augustus  Saint-Gaudens, 
master  of  the  shallow  relief,  whose  experience 
as  a  cameo  cutter  no  doubt  contributed  to 
his  skill.  No  artist  interested  in  this  difficult 
medium  could  have  been  unaware  of  his 
virtuoso  portraits  (Figure  5).  The  shallow 
relief,  halfway  between  drawing  and  sculpture, 
is  probably  the  most  difficult  type  of  sculp¬ 
ture  to  achieve  successfully.  The  effect  depends 
upon  subtle  modelling;  form  is  defined  by 
contrasts  in  light  and  shadow  created  by  slight 
shifts  in  plane.  Perhaps  Wyle  spent  so  long  in 
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John  Vanderpoel’s  drawing  and  painting  classes 
to  attain  the  proficiency  at  drawing  required 
in  the  production  of  reliefs.  The  reliefs  in 
this  exhibition,  particularly  those  that  do  rn)t 
use  polychromy,  illustrate  her  skill  in  this 
demanding  art  form;  for  in  works  such  as 
Etiicurci  KencLill  (Cat.  No.  17),  she  did  mu 
require  colour  to  define  form.  In  the  relief  of 
Ethel  Ely  (Cat.  No.  27)  ctilour  merely  .serves 
a  decorative  purpose. 

Florence  Wyle  was  consistently  nurtured 
by  her  long  association  with  the  Chicago 
Art  Institute  and  guided  by  the  example  of 
more  established  artists  like  Saint'Caudens, 
MacMonnies,  Scudder,  and  others;  her 
artistic  heritage  as  well  as  her  geneology  were 
thoroughly  American.  She  must  have  felt 
some  pride  in  her  American  roots;  although 
Frances  Loring  became  a  naturalized  Cana¬ 
dian  in  1926,  Wyle  retained  her  American 
citizenship  all  her  life. 

Whereas  the  artistic  training  and  influences 
in  Florence  Wyle’s  life  followed  a  continuous 
thread,  the  opposite  is  true  of  Frances  Loring. 
Born  in  the  United  States,  she  received  a 
large  portion  of  her  training  in  Chicago, 
Boston,  and  New  York.  But  she  had  a  much 
broader  range  of  experiences  than  Wyle. 

She  moved  freciuently  with  her  family  (her 
father  was  a  mining  engineer),  and  she 
benefited  from  direct  exposure  to  European 
art  early  in  life.  Unlike  Loring,  she  was 
encouraged  in  her  interests  by  a  supportive 
father  who  adored  her  and  to  whom  she  was 
very  close. 

Frances  Norma  Loring  (Figure  6,  p.  xx) 
was  born  in  Wardner,  Idaho,  on  October  14, 
1887  to  Charlotte  Moore  and  Frank  Curtis 
Loring.  Frances  lived  in  Spokane,  Washington 
from  1891  until  1899,  the  year  Frank  Loring 
moved  to  New  York  City  and  sent  his  wife, 
son  Ernest  and  daughter  Frances  to  Europe 


Fit'.URt  L 

Florence  Wyle,  Dancing  Baby,  c.  1928.  Plaster, 
location  unknown.  Photo  hy  Pringle  and  Booth 
Limited.  Special  Collections,  E.P.  Taylor 
Reference  Library,  Art  Gallery  of  Ontario,  To¬ 
ronto.  (Henceforth  cited  as  “Photo:  gift  of  the 
Estates  of  Frances  Loring  and  Florence  Wyle, 
1983.”)  Gift  of  the  Estates  of  Frances  Loring 
and  Florence  Wyle,  1983. 

Fic'.ure  5. 

Augustus  Saint-Gaudens.  Jules  Bustien  LeBage, 
1880.  Bronze,  37.0  x  26.2  cm.  Mu.seum  of  Fine 
Arts,  Boston,  Everett  Fund. 
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Figure  7. 

Walter  AlKvard.  The  Bell  Telephone  Memorial, 
Brantford,  Ontario,  central  relief,  1917. 
Bronze.  Photo  possibly  by  M.O.  Hammond. 
Special  Collections,  Edward  P.  Taylor  Reference 
Library,  Art  Gallery  of  Ontario. 
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with  the  returns  from  good  financial  invest¬ 
ments.  A  sudden  change  in  fortune  resulted 
in  the  family  being  stranded  in  Europe  until 
Frank  Loring  could  afford  to  bring  them  back 
to  the  United  States  in  1905.  During  this 
period,  Frances  lived  and  studied  in  some  of 
the  major  European  artistic  centres:  at  the 
Ecole  des  Beaux-arts  in  Geneva,  Switzerland 
(1901—1903),  in  the  Munich  studio  of  a 
Professor  Guttner  (1903-1904)  and  at  the 
Academie  Colarossi  in  Paris  (1904-1905). 
When  the  family  returned  to  the  United 
States,  Frances  Loring  was  seventeen. 

The  European  sojourn  gave  Loring  an 
exposure  to  current  European  art  at  an  age 
when  she  was  able  to  appreciate  the  experi¬ 
ence.  It  was  in  the  venerable  art  schools  of 
Europe  that  she  was  first  introduced  to  sculp¬ 
ture,  and  it  was  here  that  her  perceptions 
of  the  art  were  first  formed.  While  probably 
not  having  any  specific  influence  on  her 
artistic  formation,  these  experiences 


undoubtedly  had  a  lasting  effect  on  the 
impressionable  adolescent.  Most  telling  of 
this  exposure  is  the  element  of  symbolism 
present  in  her  work,  a  characteristic  shared 
by  other  sculptors  trained  in  Europe  at  the 
time;  the  chief  exponent  of  this  symbolism  in 
sculpture  was  Auguste  Rodin.  This  symbol¬ 
ism,  in  which  the  form  and  movement  of  the 
human  figure  is  used  to  convey  an  idea  or 
emotion,  and  is  exemplified  by  Loring’s  Grief 
(Cat.  No.  15),  seems  to  have  been  absent 
in  Wyle’s  early  work.  On  the  other  hand, 
Loring  was  predisposed  to  this  form  of  artistic 
expression  by  nature,  and  something  of  her 
approach  to  art  may  have  rubbed  off  on  Wyle 
after  they  met. 

The  most  influential  sculptor  in  Europe  at 
the  turn  of  the  century  was  undoubtedly 
Rodin.  This  was  recognized  in  the  literature 
of  art  at  that  time.^^  Simply  stated,  three 
features  of  Rodin’s  art  were  influential.  First, 
the  poses  of  his  figures,  which  he  used  to 
express  human  emotions.  Second,  his  choice 
of  themes,  which  were  often  from  the  Middle 
Ages,  or  from  the  work  of  the  Romantic 
poets,  who  drew  on  similar  sources.  Among 
Rodin’s  best-known  works  are  The  Burghers  of 
Calais  (1884-1895),  based  on  an  event  from 
French  mediaeval  history,  and  The  Gates 
of  hiell,  commissioned  by  the  French  govern¬ 
ment  in  1880  as  the  portal  for  a  new  Museum 
of  Decorative  Arts,  which  was  based  on 
Dante’s  Inferno.  The  gates  were  first  exhibited 
in  an  unfinished  state  (they  remained  in 
plaster  even  at  his  death)  in  1900.  The  third 
influence  was  the  unfinished  quality  of  his 
work,  or  “non-finito,”  where  an  academically 
finished  figure  would  be  contrasted  with  its 
base,  which  had  been  left  in  a  rougher  state. 
The  figure  would  appear  to  emerge  from  the 
mass  of  the  material  in  much  the  same  way  as 
Michelangelo’s  figures  do,  particularly  his 
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slaves  tor  the  tomb  of  Julius  ll,  which  appear 
to  struggle  within  the  stone.  Michelangelo 
is  the  ultimate  source  tor  this  mannerist  ap¬ 
proach  to  sculpture.  The  expressive  qualities 
created  by  finishing  some  parts  ot  a  block 
of  stone  more  than  others,  appealed  to  sculp¬ 
tors  ot  Rodin’s  generation.^'’ 

Untortunately,  none  of  Frances  boring’s 
large  early  pieces,  in  which  the  intluence 
of  Rodin  is  most  apparent,  are  known  to  have 
survived;  they  are  known  tociay  only  trom 
photographs.  In  1908,  the  same  year  Florence 
Wyle  executed  the  marble  fountain  tor  the 
Art  Institute  of  Chicago,  Frances  boring 
exhibited  Fountain  (Figure  9)  and  Sundial 
(Figure  10)  at  the  Canadian  National  Exhibi¬ 
tion.  Fountain  is  a  male  figure,  stretched  out 
on  his  stomach  and  leaning  over  a  rocky 
promontory,  his  hands  cupped  to  catch  a 
stream  of  water.  The  smooth  finish  ot  the 
naked  body  is  accentuated  by  its  direct  contact 
with  the  less  finished  rock-like  base.  One  is 
reminded  of  Rodin’s  Daruiid  ot  1888,  in  the 
Musee  d’Orsay,  Paris.  Sundial  is  reminiscent 
ot  Rodin’s  Fallen  Caryatid  Cuming  Her  Stone 
(1881,  Musee  Rodin,  Paris),  a  figure  trom 
his  Gates  of  Hell  to  which  his  Croitcfiing 
Woman  is  also  related  (Figure  11).  boring’s 
kneeling  figure.  Grief,  first  exhibited  at  the 


joint  exhibition  ot  the  Royal  Canadian 
Academy  (rca)  and  the  Ontario  Society  of 
Artists  (OSA)  in  April  1918,  similarly  expresses 
an  intense  emotional  state.  The  figure’s  head 
is  bent  torward,  her  hand  clutching  her  breast. 
The  folds  in  her  garment  meld  into  the 
pitted  ground  on  which  she  kneels  so  that 
figure  and  earth  are  in  sympathy;  her  smoothly 
m(,)delled  hare  feet,  however,  are  set  effec¬ 
tively  against  this  same  ground,  and  gain  in 
expressiveness  as  a  result.  The  piece  may 
have  been  created  in  response  to  the  First 
World  War. 

Other  Canadian  sculptors  trained  in  Europe 
at  the  turn  ot  the  century  were  also  influ¬ 
enced  by  Rodin.  In  Le  Rh’e  Brise  (Figure  12) 
by  Alfred  baliherte  (1878-1953),  first  shown 
at  the  1911  Royal  Canadian  Academy  annual 
exhibition,  an  allegorical  female  figure  lifts 
the  veil  ot  sleep  trom  her  face.  The  sculptor 
has  skilfully  varied  the  degree  ot  finish  so 


Ficsurl  9. 

Frances  boring.  Fountain,  c.  1908.  Plaster, 
location  unknown.  Photo:  gift  ot  the  Estates  of 
Frances  boring  and  Florence  Wyle,  1983. 

Figure  10. 

Frances  boring.  Surulud,  c.  1908.  Plaster,  location 
unknown.  Photo:  gift  ot  the  Estates  ot  Frances 
boring  and  Florence  Wyle,  1983. 
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Figure  1 1 . 

Aufjuste  Rodin.  Crouching  Womun,  1880-1882. 
Bronze,  H.  95.3  cm.  Art  Gallery  ot  Ontario, 
Toronto.  Anonymous  Loan. 

Figure  12. 

Allred  LaliFierte.  Le  Reve  Bme,  c.  1911.  Marble, 
L.  41.9  cm.  Art  Gallery  ot  Ontario,  Toronto. 
Purchase,  1984. 


as  to  fully  exploit  the  beauty  ot  the  marble. 
The  smooth  sensuality  ot  the  woman’s  back 
and  the  diaphanc)us  quality  of  the  veil  are 
heightened  by  contrast  to  the  base,  where 
the  marks  of  the  rasp  have  been  left  unpoL 
ished.  Laliberte  had  studied  in  Paris  around 
1900  at  the  Ecole  des  Beaux- Arts.  One  finds 
a  similar  concern  tor  the  expressive  use  of 
form  in  the  early  work  ot  Emanuel  Elahn 
(1881-1957),  a  contemporary  ot  the  Girls. 
Ha’nn  taught  sculpture  at  the  Central  Ontario 
School  ot  Art  from  1910,  and  would  be  a 
cotounder  ot  the  Sculptors’  Society  ot  Canada 
in  1928.  In  Man  and  Woman,  c.  1910 
(Figure  13),  the  symbolism  of  the  destiny 
shared  by  the  couple  is  ct)nveyed  through  the 
modelling  ot  their  forms,  which  rise  united 
out  ot  an  irregular  base  treated  as  an  integral 
part  of  the  composition.  Hahn,  who  was 
born  in  Wurtemberg  and  brought  to  Canada 
as  a  child,  returned  to  Germany,  where  he 
studied  at  the  Kunstgewebeschule  and  at  the 
Kunstacademie  und  Polytechnikum  in  Stutt¬ 
gart  around  1905. 

Florence  Wyle  could  not  have  been 
unaware  ot  Rodin  and  his  followers,  but  it 
was  not  until  she  began  sharing  a  studio  with 
Frances  Loring  in  New  York  City  in  the  tall 
or  winter  ot  1909  that  her  work  took  on  an 
expressiv'e  quality,  which  it  previously  lacked. 
The  two  women  met  in  Lorado  Taft’s  mo¬ 
delling  class  at  the  Art  Institute  ot  Chicago. 
Frank  Loring  had  opened  an  office  in  Chi¬ 
cago  in  1905,’“’  and  his  family  must  have 
joined  him  there  upon  returning  to  America. 
Frances  spent  only  one  year  at  the  Art  Insti¬ 
tute,  but,  as  Rebecca  Sisler  has  noted,  she  and 
Florence  “clicked”  immediately.''’  While  in 
Chicago,  Frank  Loring  was  attracted  by  reports 
ot  the  Cobalt  silver  district  in  northern 
Ontario,  and  moved  there  in  February  1906. 
Frances  spent  the  academic  year  1906-1907 


at  the  School  of  the  Museum  ot  Fine  Arts  in 
Boston,  where  she  studied  modelling  with 
Bela  Lyon  Pratt  (1867-1917),^^  but  she  joined 
her  family  in  Cobalt  in  the  summer.  Florence 
Wyle  was  invited  there  as  a  summer  guest. 
After  visiting  Toronto  briefly  in  1908,  where 
she  showed  work  in  all  the  major  annual 
exhibitions  (the  OSA,  RCA  and  the  CNE),“ 
Frances  Loring  decided  to  move  to  New  York 
City,  perhaps  after  visiting  her  father,  who 
resided  there  for  a  brief  period  in  1909.^’’  She 
was  joined  there  late  that  year  or  early  in 
1910  by  Florence  Wyle. 

New  York  City  1909-1912 

In  the  thirteenth  census  ot  populatic»n  for  the 
city  ot  New  York,  taken  on  April  27,  1910, 
Loring  and  Wyle  are  recorded  as  living  at 
6  Macdougal  Alley  with  Loring’s  mother, 
Charlotte,  and  are  described  as  “sculptors 
working  on  their  own  account”  (Figure  14). 
Macdougal  Alley  is  located  in  the  heart  ot 
Greenwich  Village — a  cul-de-sac  lined  with 
coach  houses  that  once  belonged  to  the 
fashituaahle  houses  of  Washington  Square, 
which  back  onto  it.  Greenwich  Village  was 
rapidly  becoming  the  focus  of  artistic  life  in 
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the  city,  and,  by  1912,  it  was  considered 
the  equivalent  ot  the  Parisian  Left  Bank,  with 
a  “strong  whift  ot  artistic  Bohemia  tincturing 
Its  air.”’^’  By  the  time  the  Girls  moved  in, 
most  ot  the  other  residents  of  the  alley  were 
artists — notably  Edwin  W.  Denting,  a  painter 
and  sculptor  from  Ohio;  James  Earle  Fraser, 
the  sculptor  who  taught  modelling  at  the  Art 
Students  League,  which  Frances  attended; 


and  Gertrude  Vanderbilt  Whitney,  tounder  ot 
what  would  become  the  Whitney  Museum, 
who  mttved  to  the  alley  and  began  her  career 
as  a  sculptor  in  1907.  Macdougal  Alley  was 
already  reputed  U)  be  an  artists’  colony  in 
1906,  when  it  was  the  subject  ot  a  teature 
article  in  The  Craftsman.’' 

Number  6  was  a  converted  stable  with 
additional  living  space  located  in  the  lott 
above  (Figure  15).  In  this  studio,  in  1911, 
Lonng  and  Wyle  did  the  well-known  portraits 
ot  each  other  (Cat.  Nos.  4  and  5).  They 
are  realistic  portraits  that  taithtully  describe 
how  they  appeared  at  that  time;  both  wore 
their  long  hair  braided  and  arranged  sottly 
around  the  crown  ot  their  heads  so  it  wotild 
not  get  in  the  way  ot  their  work.  Towards  the 
end  ot  the  First  War,  Florence  had  her  hair 
cropped  in  a  style  she  wore  tor  the  rest  ot  her 
life.  During  this  peritid,  they  also  began 
tashioning  works  tor  a  commercial  market; 
objects  such  as  ornamental  table-top  bronzes 
(Cat.  No.  3),  paper  knives  (Cat.  No.  7), 
candlestick  holders  (Cat.  No.  6),  and  clock 
cases  (Cat.  No.  10)  were  shown  in  both 
the  Tiffany  and  Gorham  showrooms.  These 
objects,  which  wed  design  with  function, 
catered  to  the  prevailing  taste  tor  Art  Nou- 


Fic.ure  1 3. 

Emanuel  Hahn  Mun  and  Wonum,  1905-1910. 
Plaster,  H.  61  cm.  Art  Gallery  ot  Ontario, 
Toronto.  Purchase  1981. 

Figl're  14. 

Macdougal  Alley,  c.  1910.  Standard  Photo 
Illustrating  Company,  New  York.  Photo:  gift  of 
the  Estates  ot  Frances  Loring  and  Florence 
Wyle,  1983.  Number  6  is  on  the  extreme  right. 

Fk'.ure  15. 

Interior  ot  the  Macdougal  Alley  studio,  c.  1910. 
Standard  Photo  Illustrating  Company,  New 
York.  Photo;  gift  ot  the  Estates  of  Frances  Loring 
and  Florence  Wyle,  1983. 
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Figure  16. 

Harriet  Whitney  Frishmuth.  Pushing  Men,  A 
Pair  of  Bronze  Book-ends,  1912.  Bronze, 

H.  19.8  cm.  Photo  courtesy  of  Christies,  New 
York. 

Figl're  17. 

Florence  Wyle.  The  Sacrifice,  c.  1915.  Plaster, 
location  unknown.  Photr):  gilt  ol  the  Estates 
ot  Frances  Loring  and  Florence  Wyle,  1983. 


veau.’-  Frances  Loring  chose  the  highly  popular 
peacock  motif  tor  her  clock,  while  Florence 
Wyle,  like  most  sculptot'Craltsmen  ot  the 
day,  crtntinued  to  use  the  human  hgure  even 
in  the  decorative  arts,  in  her  caryatid  candle¬ 
sticks.  Here,  the  figures  visually  describe  the 
function  performed  hy  the  object,  just  as 
Harriet  Whitney  Frishmuth’s  “Pushing  Men” 
book-ends  of  1912  describe  theirs  (Figure  16). 
Wyle  continued  to  make  candlesticks  and 
hook-ends  throughout  her  career;  the  design 
changed  with  the  times  (Cat.  Nos.  36  to 
38). 

Wyle’s  candlesticks  are  reminiscent  ot 
Rodin’s  Thinker  and  his  caryatid  from  The 
Gates  of  Hell.  His  influence  is  also  apparent 
in  later,  more  significant  pieces,  such  as  the 
Sun  Worshipper  (Cat.  No.  14),  perhaps  a 
paraphrase  ot  Rodin’s  Prodigal  Son,  one  of 
the  figures  for  The  Gates  that  had  been  cast 
separately;  Rebirth,  first  shown  in  1914  at  the 
Annual  RCA  Exhibition;  and  The  Sacrifice 
(Figure  17),  which  bears  a  stylistic  resemblance 
to  some  ot  Frances  boring’s  work.  This  affin¬ 
ity  to  Rodin,  and  the  emotive  quality  newly 
infused  into  Wyle’s  work,  may  have  been 
the  result  of  sharing  a  studio  with  Frances 
Loring. 

Like  many  late-nineteenth  and  early- 
twentieth  century  artists,  the  Girls  were 
inspired  by  the  Romantic  poets.  Frances 
Loring  sculpted  two  figures  in  New  York  based 
on  literary  sources:  Lamia  (Cat.  No.  3),  from 
a  poem  by  John  Keats,  and  A  Dream  within 
a  Dream  (Cat.  No.  16),”  from  a  work  by 
Edgar  Allan  Poe.”  Around  1916,  Wyle 
sculpted  Pot  of  Basil,  her  only  knowm  work 
directly  inspired  by  a  poem — Keats’s  “Isabella; 
or.  The  Pot  ot  Basil.”  With  its  source  in 
Boccaccio’s  Decameron,  this  popular  subject 
was  treated  by  a  number  ot  artists  in  the 


nineteenth  century. 

Considering  their  steady  production,  and 
their  happy  situation  in  the  heart  of  a  lively 
artistic  colony,  it  is  curious  that  Loring  and 
Wyle  left  New  York,  probably  late  in  1912.” 
According  to  their  biographer,  Frank  Loring 
was  anxious  that  his  daughter  join  the  rest 
ot  the  family  in  Canada,  or  perhaps  that  she 
not  live  in  New  York,  and  took  it  upon 
himself  to  shut  down  their  studio  when  both 
women  were  absent. Frances  later  explained 
her  reasons  for  coming  to  Canada  differently: 
“1  started  my  artistic  career  in  New  York, 
but  1  prefer  to  be  a  big  hsh  in  a  small  pool, 
so  I  came  to  Canada.””  She  also  said:  “My 
father’s  activities  as  a  pioneer  mining  engineer 
and  his  vision  of  Canada’s  future  was  prob¬ 
ably  a  great  influence  upon  my  faith  in  the 
possibilities  of  Canada’s  growth  artistically,  also 
in  my  preference  to  be  part  of  the  develop¬ 
ment  of  a  young  country.”’**  In  a  1956 
interview,  she  stated  that  it  was  exciting  to 
live  and  work  in  Canada,  “where  you  feel 
you’re  in  on  the  beginnings  of  things,”  and 
that  she  wouldn’t  live  anywhere  else.”  That 
Loring  thought  in  such  heroic  terms  is  evi¬ 
dent  in  her  work,  done  in  the  fifty  years  that 
followed,  and,  indeed,  this  pioneering  spirit 
was  needed  by  a  woman  sculptor  in  Canada 
in  1913. 
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Endnotes 

1.  This  was  how  they  were  known  to  their 
friends.  Similarly,  the  photographers 
Charles  Ashley  and  James  Crippen  were 
known  as  “the  Boys.”  They  offered  mutual 
support  in  a  cultural  envirt)nment  that 
gave  little  encouragement  to  sculptors,  and 
each  balanced  the  other’s  personality — 
Boring  was  a  natural  leader  with  a  dominant 
personality  from  which  the  more  reticent 
Wyle  drew  strength. 

2.  Irene  B.  Hare’s  article  in  Simdiiy  World 
(May  25,  1924),  entitled  “Close-ups  of 
Toronto’s  Women  Sculptors:  No.  1:  Miss 
Frances  Loring  and  Miss  Florence  Wyle,” 
was  one  of  the  first  to  focus  on  their  artistic 
relationship,  hater  articles  included 
“Women  with  Mallets:  Boring  and  Wyle 
complete  three  decades  tif  partnership  in 
sculpture”  (Neiv  World  Illustrated,  February 
1942)  and  “Unique  Church  Studio  is 
Home  and  Workshop  for  Boring  and  Wyle, 
Canadian  Sculpture  Team”  (Saturday 
Niffht,  November  18,  1944). 

3.  In  a  film  directed  by  Christopher  Chapman 
for  the  Canadian  Broadcasting  Corpora¬ 
tion’s  programme  Telescope,  first  aired 

in  May  1965,  host  Fletcher  Markle  asked 
Frances  Loring  if  there  was  any  cross¬ 
influence  in  their  work.  Loring  replied, 

“In  contrary  ways,”  indicating  that  any 
suggestion  by  one  would  result  in  a  con¬ 
trary  action  by  the  other.  Earlier  she  had 
stated:  “The  longer  Miss  Wyle  and  1 
work  together,  the  stronger  and  more  defi¬ 
nite  our  styles  become.  We  criticize  each 
other’s  efforts  vigorously  and  frankly — 
no,  bluntly  is  the  word.”  (John  R.  Lewis, 
“Why  would  a  woman  want  tt>  he  a 
sculptor?”  Star  Weekly  Magazine,  January 
2,  1960). 


4.  Completed  questionnaire  for  Who's  Who 
in  American  Art  received  by  the  National 
Gallery  of  Canada,  September  1946. 
Lawrence  Hayward  Collection,  Documen¬ 
tary  Art  and  Photography  Division,  Public 
Archi\'es  of  Canada,  Accession  No. 
1973-19. 

5.  Rebecca  Sisler,  The  Girls  (Toronto  and 
Vancouver:  Clarke,  Irwin  and  Company 
Limited,  1972),  p.  29. 

6.  Arthur  E.  McFarlane,  “Art  Awakes  in  a 
Forgotten  Church,”  Toronto  Star  Weekly, 
August  1,  1925. 

7.  “The  Story  of  a  Waverly  Artist,”  Wuver/y 
Journal,  December  21,  1945. 

8.  Roger  Gilmore,  ed..  Over  a  Century:  A 
History  of  the  School  of  the  Art  Institute  of 
Chicago  1 866- 1 98 1  (Chicago:  The  School 
of  the  Art  Institute  of  Chicago,  1982), 
pp.  70-71,  n.  25. 

9.  Gilnn)re,  p.  72,  and  Circular  of  the  Art 
Institute  of  Chicago,  1905-1906,  pp. 

28-29. 

10.  One  notebook  is  contained  in  the  Lawrence 
Hayward  Collection,  Archives  of  Ontario; 
another,  dated  1920-1938,  is  in  the  col¬ 
lection  of  the  National  Gallery  of  Canada, 
Ottawa  (28,168). 

11.  Taft  had  been  appointed  supervisor  for 
the  enlargement  of  sculptural  decoration 
at  the  World’s  Columbian  Exposition, 

an  awest)me  task,  considering  the  amount 
of  monumental  sculpture  contained  within 
the  “White  City.” 

12.  Sisler,  The  Girls,  p.  18. 

13.  Letter  to  the  writer  frt)m  Janet  von  Dach, 
a  grand-niece  of  Florence  Wyle,  dated 
December  10,  1985. 

14.  Wayne  Craven,  Sculpture  in  America, 
rev.  ed.  (Newark:  University  of  Delaware 
Press),  p.  373.  The  term  “American 
Renaissance”  describes  a  period  in  the 


cultural  hist(.)ry  t)f  the  United  States  from 
1876  to  1915-1917. 

15.  Lorado  Taft,  The  History  of  American 
Sculpture  (New  Yt)rk:  Arm)  Press,  1969), 
reprint  of  the  revised  edition,  p.  9. 

16.  Cyrus  E.  Dallin,  “American  Sculpture:  its 
present  aspects  and  tendencies,”  Brush 
and  Penal,  Vol.  2,  No.  6  (March,  1903), 
p.  424. 

17.  In  the  extensive  correspondence  that  has 
survived  from  his  student  years,  Taft 
never  once  mentions  Auguste  Rodin  (1840- 
1917),  the  most  influential  sculptor  of 

his  day.  Rather,  he  lavishes  praise  on 
Marius-Jean-Antonin  Mercier,  Paul  Dubois, 
and  Alexandre  Falguiere.  Rodin’s  influ¬ 
ence,  however,  is  evident  in  his  later 
work,  as  well  as  in  the  work  of  his  students. 
What  Esther  Sparkes  has  termed  “the 
figure-emerging-from-the-mass  mannerism” 
was  characteristic  of  his  immediate  stu¬ 
dents  (A  Biogi'aphical  Dictumary  of  Painters 
and  Sculptors  in  Illinois  1808-1945,  PhD 
Dissertation  for  Northwestern  University, 
1971),  and  he  was  sup>pt)rtive  of  other 
artists  working  in  this  mode,  George  Grey 
Barnard,  for  example.  Also,  the  large 
hgural  gr(.)upings  he  assigned  to  his  students 
is  reminiscent  of  Rodin’s  Burghers  of 
Calais  (1884—1895).  A  cast  of  one  of  these 
figures  entered  the  collection  of  the  Art 
Institute  of  Chicago  in  1893. 

18.  A  1942  questionnaire  completed  for  the 
University  of  Toronto  Schools.  National 
Gallery  of  Canada  Archives:  Artists’ 
Correspondence  File  7.1'W. 

19.  The  same  piece  was  exhibited  both  at  the 
40th  Annual  OSA  in  Toronto  (March 
9-30,  1912)  and  the  16th  Annual  Exhibi¬ 
tion  of  the  Society  of  Western  Artists 
held  in  Chicago  (March  5-27,  1912). 

A  bronze  was  shown  in  Chicago;  perhaps 
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It  was  the  plaster  cast  that  was  in  the 
Tornnto  show. 

20.  “Sculpture  important  in  the  National 
Academy  E.xhibition  tor  the  winter  ot 

1910, ”  The  Craftsman  (New  York), 

Vol.  19,  Nt).  5,  February  1911,  p,  452. 
Accordin.^  to  the  article,  this  was  the  first 
time  in  the  history  ot  the  academy  that 
an  entire  p’allery  had  been  devoted  to 
sculpture.  The  Winter  Exhibitions,  like 
the  Academy  Annuals,  were  adx’ertised 
juried  shows,  that  attracted  submissions 
by  many  artists  who,  like  Wyle,  were  not 
necessarily  members. 

21.  A  Lucky  Find  is  illustrated  in  The  Romantics 
to  Rodin  (Los  Angeles:  Los  Angeles  County 
Museum  ot  Art,  1980),  p.  308;  and  in 
Nineteenth  Century  French  Sculpture: 
Monuments  for  the  Middle  Class  (Louisville: 
J.B.  Speed  Art  Museum,  1971),  p.  202. 

22.  The  Woman  Sculptor:  Mali’ina  Hoffman  and 
her  contemporaries  (New  York:  Berry-Hill 
Galleries,  Inc.,  1984),  essay  and  catalogue 
by  May  Brawley  Hill,  p.  6.  According 

to  art  historian  Charlotte  Streiter  Rubin¬ 
stein,  the  Midwest  was  more  open  and 
egalitarian  than  other  parts  ot  the  United 
States.  Its  land-grant  colleges  were  mak¬ 
ing  low-cost  art  education  available  to 
women. 

23.  An  article  by  the  poet  Camille  Mauclair 
was  published  in  August  1901  in  the 
Rei’ue  Unii’crselle  entitled  “Auguste  Rodin: 
son  oeuvre,  son  milieu,  son  influence.” 

In  the  entry  on  French  sculpture  in  the 
eleventh  edition  ot  the  Encyclopaedia 
Britannica,  Vol.  24,  p.  510,  published  in 

1911,  the  author,  Leonce  Benedite, 
keeper  ot  the  Musee  National  du  Luxem¬ 
bourg,  Paris,  recognized  Rodin  to  have 
had  the  most  vital  influence  on  modern 


.sculpture  in  France  and  on  many  foreign 
.schools. 

24.  Michelangelo  was  popular  with  turn-of- 
the-century  .sculptors  in  Canada,  also. 

The  recumbent  male  figure  in  Walter  All¬ 
ward’s  Bell  Telephone  Metnorud  (Figure  7) 

is  a  paraphrase  ot  Michelangelo’s  Adam 
from  the  Sistine  ceiling.  A  photograph 
ot  the  first  studio  Loring  and  Wyle  shared 
in  Toronto  from  1914  to  1920  (Figure  8, 
p.  14)  shows  a  reproduction  ot  this  same 
figure  racked  to  the  wall.  Wyle  later 
maintained  that  the  sculptors  who  had  most 
influenced  her  work  were  “Michelangelo 
and  the  Greeks.” 

25.  His  business  address  was  listed  in  the  1905- 
1906  city  directory  as  the  Monadnock 
Block. 

26.  Sisler,  The  Girls,  p.  20. 

27.  What  drew  her  to  Boston  is  unknowm; 
however,  her  brother  Ernest  was  studying 
engineering  at  MIT  at  that  time. 

28.  She  exhibited  with  them  all,  prohahly 
through  the  OSA,  since  the  Annual 
Exhibition  of  the  RCA  w'as  held  at  the 
OSA  Gallery  a  month  after  the  OSA  show 
had  closed,  and  the  OSA  had  agreed  to 
“undertake  the  conduct  ot  the  Art  Gallery 
ot  the  ONE  as  in  previous  years.”  (Minutes 
ot  the  Executive  Council  Meeting  of  the 
OSA,  June  2,  1908,  p.  266,  Archives  of 
Ontario. ) 

29.  Frank  Loring  is  listed  in  Trows  General 
Directory  of  the  Boroughs  of  Manhattan  and 
the  Bronx  at  618  West  One  Hundred 
Fourteenth  Street  for  1909-1910  only. 

30.  Allen  Churchill,  The  Improper  Bohemians: 
A  re-creation  of  Greenwich  Village  in  its 
Heyiiay  (New  York:  E.P.  Dutton,  1959), 

p.  22. 

31.  P.T.  Farnsworth,  “The  Artists’  Colony  in 


Macdougal  Alley,  where  some  ot  our 
hest-know'n  American  painters  and  .sculptors 
live  and  w'ork,”  in  The  Craftsman,  Vol.  1 1, 
No.  1  (October,  1906),  pp.  57-69. 

My  thanks  to  Donna  Hassler,  ot  the 
Department  ot  American  Paintings  and 
Sculpture  at  the  Metropolitan  Museum 
ot  Art  in  New  York,  tor  making  this  article 
known  to  me. 

32.  The  Girls  would  have  been  fully  conversant 
w'ith  this  style:  a  Glasgow  School  exhibi¬ 
tion  was  held  at  the  Art  Institute  ot 
Chicago  in  1906;  the  student  magazine  The 
Sketchbook  was  tilled  with  articles  illustrat¬ 
ing  the  current  interest  in  Art  Nouveau 
design;  and  Alphonse  Mucha  lectured  and 
taught  at  the  school  from  1907-1909. 

33.  The  marble  version  w'as  carved  later.  See 
Sisler,  The  Girls,  p.  22  and  p.  63.  It  was 
identified  as  marble  when  it  was  exhibited 
in  the  Annual  Exhibition  of  Canadian  Art 
held  at  the  National  Gallery  ot  Canada  in 
1924,  although,  as  was  most  often  the 
case,  this  may  simply  have  identified  the 
intended  material. 

34.  The  relevant  passage  from  Poe’s  poem: 

“I  stand  amid  the  roar  /  ot  a  surf  tormented 
shore,  /  and  I  hold  within  my  hand  / 
Grains  ot  the  golden  sand-  /  How  few  yet 
how  they  creep  /  Through  my  fingers  to 
the  deep,  /  ...  Is  all  that  we  see  or  seem 
/  But  a  dream  within  a  dream 

Loring  ttrok  setme  liberties  with  Lamia, 
a  female  demon  who  was  part  serpent. 
Here,  the  dual  nature  of  the  figure  is  sym¬ 
bolized  by  the  intertwining  of  the  snake 
and  the  woman’s  hair. 

35.  They  are  not  listed  in  the  1912-1913 
New  York  City  directory,  and  on  a  bio¬ 
graphical  data  form  for  the  Art  Museum  of 
Terronto,  tilled  out  by  Frances  Loring  on 
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December  2,  1912,  she  gave  her  address  at 
that  time  as  24  Adelaide  Street,  Toronto. 

36.  Sisler,  The  Girls,  p.  11. 

37.  Edna  Usher,  “We’re  all  in  debt  to  these 
women,”  The  Telegram,  April  25,  1959, 

p.  29.  It  is  true  that  the  competition  was 


tougher  in  the  United  States,  where 
almost  four  hundred  working  sculptors  were 
listed  in  the  American  Art  Annual  for 
1909-1910. 

38.  Biographical  information  sheet  submitted 
to  the  National  Gallery  of  Canada  in 


1959. 

39.  An  interview  with  Elspeth  Chisholm  fot 
the  CBC  show  Profile,  first  aired  on  July 
22,  1956.  My  thanks  to  Ms  Chisholm  tor 
sending  me  a  copy  ot  the  programme 
notes. 
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Figure  8. 

The  studio  of  Frances  Loring  and  Florence  Wyle, 
Church  and  Lombard  streets,  Toronto,  1914- 
1920.  Photographer  unknown.  Photo:  gift 
of  the  Estates  of  Frances  Loring  and  Florence 
Wyle,  1983. 
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Early  Professional  Life 
IN  Toronto  1913-1920 


What  was  the  status  of  sculpture  in 
Canada  when  Frances  Luring  and 
Florence  Wyle  first  settled  in  this  country?  It 
should  he  noted  that  their  work  is  being 
considered  here  in  the  context  of  academic 
sculpture  produced  in  Canada  at  that  time, 
with  which  it  shared  an  intent;  public  monu¬ 
ments  or  fine  art  objects  to  be  displayed  for 
their  aesthetic  value.  The  history  of  this 
branch  of  sculpture  is  neither  long  nor  prodi¬ 
gious  compared  to  the  long  tradition  ol 
woodcarving  in  Quebec,  which  began  late  in 
the  seventeenth  century,  or  the  carving 
practiced  by  the  native  peoples,  notably  the 
Inuit  and  b^aida.  These  latter  traditions, 
and  their  different  purposes,  whether  decora¬ 
tive,  ceremonial  or  commercial,  form  an 
integral  part  of  our  cultural  heritage. 

The  status  of  academic  sculpture  in  Canada 
around  1913  was  better  than  it  had  been  in 
the  nineteenth  century,  largely  as  a  result 
of  riding  on  the  coattails  of  its  sister  art, 
painting,  and  of  general  increased  interest 
in  the  arts  in  Canada.  An  unprecedented 
amount  of  artistic  activity  in  1913  was  marked 
by  the  publication  that  year  of  the  first  Year 
Book  of  Canadian  Art,  compiled  by  the  Arts 
and  Letters  Club  of  Toronto.  Nonetheless, 
it  is  telling  that,  while  there  were  fourteen 


essays  devoted  to  painting  in  the  botik,  and 
four  to  architecture,  one  brief  article  on  the 
most  noted  sculptor  of  the  day,  Walter  All¬ 
ward,  by  Professor  James  Mavor,  represented 
the  art  of  sculpture  in  Canada. 

Sculpture  had  always  trailed  behind  the 
other  arts  in  Canada.  Hamilton  MacCarthy, 
RCA  (1846-1939),  one  of  the  more  successful 
late-nineteenth-century  sculptors,  lamented 
the  lack  of  encouragement  given  his  profession 
in  an  article  entitled  “The  Development  of 
Sculpture  in  Canada"  for  Canada:  An  Ency¬ 
clopaedia  of  the  Country,  published  in  1898. 
He  commented  somewhat  bitterly  that  “The 
chief  interest  of  the  Canadian  dilletante 
centres  around  the  fascinations  of  palette  and 
brush,  to  the  neglect  of  the  finer  subtleties 
of  Form  in  the  round.”  MacCarthy  noted 
that  while  vast  sums  of  money  had  been  spent 
on  painting,  both  native  and  foreign,  sculp¬ 
tors  of  undoubted  merit  were  being  neglected, 
since  it  was  a  well-known  fact  that  “good 
pictures  are  a  better  investment  than  real 
estate.”'  He  also  noted:  “On  visiting  Toronto 
the  traveller  and  lover  of  Art  expresses  sur¬ 
prise  at  seeing  so  few  public  monuments  and 
so  little  Statuary  in  its  public  buildings,  and 
this  astonishment  is  not  remarkable  considering 
the  size  and  importance  of  the  Provincial 


capital  and  its  position  as  the  seat  of  law  and 
learning.”^ 

Most  English  Canadians  had  had  relatively 
little  exposure  to  sculpture.  MacCarthy 
pointed  out  that  private  patronage  had  been 
confined  to  the  importation  of  copies  of 
known  classical  subjects  and  to  the  work  of 
some  modern  sculptors  purchased  by  wealthy 
Canadians  abroad.  Some  copies  after  Euro¬ 
pean  originals,  belonging  to  local  collectors 
such  as  j.M.  Strachan  and  William  Thomas, 
were  shown  at  the  first  exhibition  of  the 
Toronto  Society  of  Arts  in  1847,  alongside 
the  architectural  ornaments  and  the  work 
of  stone  carvers  that  dominated  the  “Mtidel 
Room,”  an  innovation  in  Toronto  at  that 
time.  With  the  proceeds  of  the  first  exhibition, 
plaster  casts  were  purchased  in  New  York 
for  display  in  the  second  exhibition.  It  was 
hoped  that  the  presence  of  copies  td  recognized 
historical  masterpieces  would  elevate  the  state 
of  the  arts  in  this  developing  country.  For 
this  very  reason,  the  chief  superintenelent  of 
education,  the  Reverend  Dr.  Egerton  Ryerson, 
travelled  to  Europe  in  1856  to  select  a  large 
number  of  reproductions,  including  plaster 
casts  of  antiquities,  ancient  and  modern 
statuary,  busts,  etc.  for  the  Educational  Mu¬ 
seum  of  Upper  Canada.  More  than  one 
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Coi-OUR  Plate  No.  1  (Figure  46) 

Maurice  Klein  and  Florence  Wyle,  W.D.  Young 
Memorial  Fountain,  Kew  Gardens,  Toronto  in 
1987,  showinfj  replica  ot  bronze  baby  by  Frances 
Gage,  installed  in  1978.  Photo  by  James 
Chambers. 
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thousand  objects  were  procured  and  shipped 
to  the  museum,  where  they  were  chronolopn- 
cally  arranged  and  catalogued.  Gradually, 
pt)rtrait  busts  ot  distinguished  Canadians  were 
added  to  the  collection,  commissioned  ot 
the  small  hand  ot  available  sculptors,  which 
included  Mildred  Peel  (the  sister  ot  Paul 
Peel,  the  painter),  tdamilt(.)n  MacCarthy, 
Frederick  A.  Turner  Dunbar,  Walter  Allward, 
and  others. 

More  than  other  protessional  artists, 
sculptors  depended  on  commissions  tor  their 
livelihoods.  Considering  the  dearth  ot  ctMU- 
missions  in  Canada  in  the  nineteenth  century, 
it  is  not  surprising  that  so  tew  sculptors  chose 
to  live  and  work  here.  The  lack  c)t  a  developed 
support  system  in  the  torm  ot  patrons,  as 
well  as  the  lack  ot  toundries  where  the  work 
could  he  cast,  problems  that  lingered  well 
into  the  twentieth  century,  led  at  least  one 
sculptor,  LouiS'Philippe  Hebert  (1855-1917), 
to  live  abroad  for  long  periods  ot  time.  Cen- 
erally  speaking,  opportunities  came  in  the  tomi 
of  private  commissions  tor  portraits  and 
government  commissions  tor  public  monu¬ 
ments.  Works  could  also  he  sold  through 
subscription,  as  was  the  case  with  a  work  by 
Samuel  Gardner  (1817-1893).  A  plaster 
cast  ot  Bust  of  Lord  Metcalfe  had  been  shown 
at  the  Toronto  Society  ot  Arts  first  exhibi¬ 
tion.  A  good  deal  of  self-promotion  was 
required,  which  might  not  always  procure 
the  sought-after  commission.  Hamilton 
MacCarthy  wrote  to  the  premier  ot  Nova 
Scotia  after  learning  of  a  proposed  monument 
to  the  late  Honorable  Joseph  Howe  to  otter 
his  advice  on  public  statues,  and  at  the 
same  time  to  request  specifications.  Perhaps 
he  thought  he  would  have  a  head  start  on 
other  potential  competitors  with  this  infor¬ 
mation  in  hand,’  hut  the  commission  went  to 
another  major  figure  working  in  Canada  at 


that  time,  Louis-Philippe  Hebert. 

It  was  not  until  1900  that  new  names 
began  to  appear  in  the  sculpture  sections  of 
the  annual  exhibitions  held  m  Toronto  at 
the  Canadian  National  Exhibition  (formerly 
the  Dominion  ot  Canada  Industrial  Exhibi¬ 
tion  and  the  Toronto  industrial  Exhibition) 
and  by  the  major  art  .societies,  the  Ontario 
Society  ot  Artists  and  the  Royal  Canadian 
Academy  ot  Art.  The  turn  ot  the  century 
also  saw  an  increased  number  ot  sculptors  at 
the  annual  spring  exhibitions  ot  the  Art 
Association  ot  Montreal.  The.se  exhibitions 
were  the  only  vehicle  (apart  from  commis¬ 
sioned  works)  through  which  the  sculptor 
could  receive  public  exposure.  Initially, 
.sculpture  was  poorly  repre.sented,  it  at  all.  (E(.>r 
example,  there  was  no  sculpture  exhibited 
at  the  Annual  Exhibition  ot  the  OSA  between 
the  years  1891  and  1895  inclusive).  Or 
sculptors  were  listed  in  the  catalogues  with 
architects,  designers,  or,  even  more  inappro¬ 
priately,  with  graphic  artists.  Recognizing 
the  small  encouragement  ot  sculpture  in 
Canada,  the  Royal  Canadian  Academy  wai\’ed 
the  annual  membership  fees  due  from  .sculp¬ 
tors  triMU  1882  until  1905,'’  but  it  was  slow  to 
recognize  the  problems  peculiar  to  sculptors. 
Eor  instance,  in  their  prtde.ssional  lives,  the 
sculptor  members  were  engaged  primarily  in 
the  design  ot  monuments;  therefore,  often 
they  did  not  have  smaller  works  available  to 
send  to  the  annual  exhibitions.  It  they  did 
not  exhibit,  they  risked  losing  their  standing 
with  the  Academy.  In  recognition  ot  this, 
it  was  resolved  by  the  council  ot  the  Royal 
Canadian  Academy  in  1910  that,  in  future, 
a  photograph  ot  an  important  work  could  be 
accepted  in  lieu  ot  a  statue  or  a  model.'’ 

The  OSA  was  even  slower  to  recognize  the 
particular  concerns  ot  sculptors,  which  cost 
them  their  most  important  sculptor  members 


in  1933,  an  event  that  will  be  returned 
to  later. 

The  most  important  sculptor  in  Toronto 
around  the  time  the  Girls  arrived  was  Walter 
Allward,  who,  according  to  James  Mavor, 
writing  in  1913,  had  “no  competitor  in  Can¬ 
ada  at  the  present  time.””  By  1913  he  had 
completed  an  impressive  number  ot  commis¬ 
sions,  including  the  memorial  erected  in 
Queen’s  Park  to  commemorate  those  who  tell 
in  the  Northwest  Rebellion  ot  1885  (1896), 
The  War  ot  1812  Memorial  in  Portland  Square 
(1906),  several  busts  tor  the  Normal  School 
collection,  and  statues  ot  Lieutenant-Gover¬ 
nor  John  Craves  Simcoe  (1901),  Sir  Oliver 
Mowat  (1905),  and  John  Sandheld  Macdon¬ 
ald  (1909),  all  at  Queen’s  Park.  He  was  also 
responsible  for  the  South  African  Memorial 
on  University  Avenue  (1910).  In  1913  he  was 
working  on  three  important  commissions; 
the  Bell  Telephone  Memorial,  (Eigure  7); 
the  memorial  to  King  Edward  VII  (which 
was  to  be  erected  at  Ottawa  but  was  never 
completed),'  and  the  Baldwin-Latontaine 
mcmument  (1914)  on  Parliament  Hill,  Ottawa. 
His  presence  was  certainly  mi.ssed  in  a  large 
showing  ot  sculpture  in  Toronto  in  1915,  but 
the  local  press  was  quick  to  point  out  that 
his  studies  in  recent  years  had  been  too  large 
for  exhibit  in  intimate  exhibitions,  and  that 
“we  are  all  aware  how  much  he  has  done  tor 
Canadian  sculptory.”’’ 

Allward,  who  had  been  born  in  Toronto 
in  1876,  had  been  apprenticed  to  a  local 
architectural  hrm,  and  later  worked  at  a 
brickwc^rks.  He  made  a  brief  trip  to  England 
and  Erance  in  1899.  The  influence  ot  Rodin, 
w'hose  work  he  studied,  is  evident  in  many  ot 
his  own  works.  Frances  Loring  held  Allward 
in  high  regard,  particularly  the  Vimy  Memcirial 
(1922-1936),  which  she  used  in  her  lectures 
in  later  years  to  illustrate  the  qualities  she 


17 


/ 


Figure  18. 

Walter  R.  Duff.  Miss  Florence  Wyle,  1915.  Dry- 
point  etching,  27.65  x  17.45  cm  (plate).  Na¬ 
tional  Gallery  ot  Canada,  Ottawa. 


considered  most  essential  in  sculpture:  dignity 
and  repose.'^ 

Frances  Loring  and  Florence  Wyle  lost  no 
time  in  integrating  themselves  into  the 
local  artistic  community.  Their  earliest 
friends  included  Walter  R.  Duff  (1879-1967), 
who  etched  Florence’s  portrait  in  1915 
(Figure  18);  the  painter  Dortithy  Stevens 
(1888-1966);  and  Robert  Flaherty  (1884- 
1951),  photographer  and  fflmmaker,  who 
took  many  portraits  ot  Loring  and  Wyle  around 
1919.  (One  ot  these  images  appears  on  the 
cover.)  Initially  Loring  had  a  studio  at  24 
Adelaide  Street,  which  Wyle  seems  to  have 
shared  late  in  1912;  then,  in  1914,  Wyle  was 
listed  in  the  Toronto  directory  at  IHG 
Church  Street,  the  location  ot  their  studio 
(Figure  8,  p.  14).'^^  They  began  exhibiting 
immediately  with  the  OSA,  with  whom  Loring 
had  shown  in  1908,  and  Florence  Wyle 
exhibited  two  works  with  the  RCA  tor  the  hrst 
time  in  1914.  By  June  of  that  year,  they  had 
already  established  a  name  for  themselves, 
being  the  subject  (along  with  fellow  sculptor 
Winnitred  Kingsford,  1880-1947)  of  an 
article  in  Women’s  Saturday  Night  on  “Women 
Sculptors  in  Toronto.’’"  It  was  noted  that 
“it  is  only  within  the  last  two  years  that 
women  sculptors  have  been  prominent,”  and 
that  it  was  “gratifying  tts  think  that  two 
talented  young  Americans  should  come  to  live 
amongst  us.”  In  1917,  Frances  Loring  be¬ 
came  actively  involved  in  the  Women’s  Art 
Association  caf  Canada;  she  was  an  artist 
member,  organized  a  Sculpture  Club,  and 
staged  an  exhibition  of  her  own  work  and 
Florence  Wyle’s  that  same  year.  Ot  the 
eighteen  sculptors  active  in  Toronto  in  1915, 
seven  were  women. 

Nineteen-fifteen  was  a  significant  year  for 
sculpture  in  Canada.  The  first  exhibition 


devoted  purely  to  sculpture  was  held  at  the 
the  Art  Museum  of  Toronto  (known  as  the 
“Grange”)  from  November  13  to  December 
15.  Information  about  the  exhibition  is 
sketchy,  but  it  appears  that  it  was  the  idea  of 
the  director  of  the  Art  Museum,  E.R.  Greig. 
Loring  and  Wyle  stole  the  show;  more  exam¬ 
ples  of  their  work  were  exhibited  than  of 
all  the  other  sculptors  combined.'^  The  New 
York  portraits  they  had  done  of  each  other. 
Lamia,  the  Peacock  Clock,  a  Rodinesque  piece 
entitled  Transmutation,  and  Dancing  Boy, 
were  all  included,  as  well  as  two  recent  heads, 
perhaps  of  the  same  model,  which  had  not 
been  shown  previously.  These  heads,  boring’s 
The  Old  One  (Cat.  No.  8)  and  Wyle’s  NewS' 
boy  (Cat.  No.  9  )  allow  for  an  interesting 
comparison  in  their  styles.  Wyle  has  considered 
the  base  to  be  quite  independent  of  the  head, 
an  architectural  element  that  serves  to  dis¬ 
play  the  head  to  advantage,  offering  a  clear 
definition  of  form  and  contour,  boring’s  more 
vigorously  modelled  head  emerges  from  a 
base  that  has  been  considered  an  integral  part 
C)f  the  design.  This  treatment  was  typical  ot 
Loring.  A  later  example  is  the  portrait  ot 
Sir  Frederick  Baming  (Cat.  No.  55). 

The  reviews  were  full  of  praise,  and  all 
registered  surprise  at  the  unexpected  number 
of  sculptors  working  in  Toronto.  The  Mail 
critic  wrote:  “There  is  a  popular  impression 
abroad  that  the  sculptors  of  Toronto  .  .  . 
are  ot  little  weight.  For  that  reason  the  exhi¬ 
bition  of  scLilptory  that  may  now  be  seen 
at  the  Grange  is  one  of  the  most  important 
so  far  arranged  under  the  auspices  of  the  Art 
Museum.”'^  And  these  words  appeared  in 
the  Globe:  “It  is  not  too  much  to  say  that  the 
work  ot  two  young  women  who  have  recently 
come  to  the  city  has  given  a  filip  [sic]  to 
sculpture  here  which  it  never  previously  pos¬ 
sessed.  These  are  Miss  Florence  Wyle  and 
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Miss  Frances  Loring.  Trained  thoroughly  in 
technique  before  they  left  their  former  home 
in  the  United  States,  they  at  the  same  time 
possess  creative  ability  ot  a  high  order,  and 
impart  a  richness  and  spirituality  which 
moves  the  most  casual  observer.”'^  Loring  and 
Wyle  may  have  had  more  involvement  than 
just  being  exhibitors;  in  a  letter  to  Eric  Brown, 
the  director  of  the  National  Gallery  of  Can¬ 
ada  in  Ottawa,  Wyle  wrote,  “Miss  Loring  and 
1  still  hope  that  you  may  get  down  to  our 
exhibition  here  at  the  Grange.”*^  This  exhi¬ 
bition  may  have  given  Sir  Edmund  Walker, 
president  of  the  Art  Museum  and  a  champion 
of  Canadian  art,  his  first  opportunity  to  view 
their  work.  He  was  to  he  instrumental  in 
securing  them  a  commission  for  the  Canadian 
War  Records  Programme  in  1918. 

Commissions  arising  from  the  First  World 
War  were  to  provide  sculptors  with  unprece¬ 
dented  opportunities  to  practice  their  art,  but 
not  in  large  numbers  until  the  1920s.  In 
1917  Frances  Loring  undertook  a  patriotic 
monumental  group  for  the  grounds  of  the 
Canadian  National  Exhibition,  to  he  called 
The  Spirit  of  Canada.  Composed  of  staff  (a 
mixture  of  plaster  and  straw),  it  featured  an 
allegorical  figure  of  Canada  sending  her  sons  to 
war  (not  unlike  Allward’s  South  African 
Memorial  on  University  Avenue),  flanked  by 
an  imperial  lion  and  cubs,  and  was  located 
just  inside  the  Dufferin  gates,  the  westetn 


entrance  to  the  grounds.  It  has  not  survived 
the  Canadian  climate,  although  it  was  still 
standing  in  1925.  A  contemporary  photograph 
in  Saturday  Night  showed  Frances  Loring 
with  her  assistants,  Winnifred  Kingsford  and 
Merle  Foster,  spattered  with  plaster  and 
working  at  the  surface  of  the  male  figure  with 
an  axe.  It  was  erected  in  three  weeks,  and 
was  well-received  by  the  CNE  Association  since 
it  “symbolized  splendidly  the  Spartan  like 
Canadian  woman  with  her  whole-hearted  spirit 
of  service  and  sacrifice.’’'' 

This  was  not  the  first  time  that  Frances 
Loring  had  done  work  for  the  Canadian  Na¬ 
tional  Exhibition.  She  had  modelled  the 
1915  CNE  medal,  awarded  annually  to  the 
winners  of  the  various  competitions  held  at 
the  Fair  (Cat.  No.  12).  It  had  been  designed 
by  J.O.  Orr,  general  manager  of  the  CNE, 
inspired  by  an  engraving  in  a  hook  entitled 
Angel's  IsLiml,  and  was  struck  by  P.W.  Ellis 
and  Company,  a  Toronto  hrm.  The  following 
year,  Florence  Wyle  designed  and  modelled 
both  the  obverse  and  reverse  of  the  1916 
medal,  for  which  she  was  paid  one  hundred 
fifty  dollars  (Cat.  No.  13).  A  delicate  touch 
was  required  for  these  minute  reliefs,  which 
do  not  show  U)  advantage  in  hlown-up 
photographs.  Also  in  1916,  both  women 
exhibited  in  the  Department  of  Fine  Arts 
at  the  Ex;  they  appear  in  a  photograph 
(Figure  19)  taken  at  the  CNE  with  their  artist 
friends,  Dorothy  Stevens  and  Archibald 
Brow'ne.  They  probably  viewed  the  Exhibition 
of  French  and  Belgian  Art  selected  from  the 
Panama-Pacific  International  Exposition  in  San 
Francisco  in  1915,  which  had  been  shown 
in  the  spring  of  1916  at  the  Albright  Art 
Gallery  in  Buffalo  and  then  secured  for  the 
CNE.  The  sculpture  section  contained  an 
impressive  selection  of  works  by  such  respected 
figures  as  Albert  Bartholome,  Emile  Bour- 


Figure  19. 

At  the  1916  CNE.  Left  to  right:  Pat  Hardy, 
Dorothy  Stevens,  Frances  Loring,  Mrs.  Archibald 
Browne,  Archibald  Browne,  Florence  Wyle. 
Photographer  unknown.  Photo;  gift  of  the  Estates 
of  Frances  Loring  and  Florence  Wyle,  1985. 

Figure  20. 

Frances  Loring  and  Margaret  Scobie.  Miss 
Canadii,  outside  Eaton’s  main  store,  1917.  Staff, 
location  unknown.  Courtesy  ot  the  Archives, 
Eaton’s  of  Canada  Limited. 
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Colour  Plate  No.  2  (Cat.  No.  50) 

Florence  Wyle,  Study  of  a  Girl,  c.  1931.  Painted 
plaster,  H.  135.5  cm.  Art  Gallery  of  Ontario, 
Toronto.  Gift  of  the  Estates  of  Frances  Loring 
and  Florence  Wyle,  1983. 
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delle,  M'l'A  Mercie,  and  Auguste  Rodin. 

Nor  was  The  Spirit  of  CcmcuLt  Frances  L(.>r' 
ing’s  first  monumental  work  done  in  Canada. 
Earlier  in  1917,  along  with  fellow  sculptor 
Margaret  Scohie,  she  had  erected  a  twelvedoot 
figure,  called  Miss  Canada,  over  the  north 
door  of  Eaton’s  then  main  department  stote 
on  Yonge  Street  (Figure  20).  This  figure 
was  also  staunchly  patriotic,  “standing  in  an 
attitude  of  triumph  .  .  .  holding  proudly  up 
the  ensign  of  Canada  in  her  right  hand  while 
in  the  left,  posed  on  the  pedestal,  is  a  shield 
of  all  the  Canadian  Provincial  amis.”  She  was 
crowned  with  laurels  and  maple  leaves  “a 
la  Canadienne.”'®  The  two  women  had  only 
one  week  to  create  the  sculpture,  which  was 
also  made  of  staff,  and  they  worked  under 
a  make-shift  tent  in  a  yard  at  the  comer 
of  Louisa  and  Teraulay  Streets  (Figure  21). 

It  was  erected  on  June  20,  in  good  time  to 
celebrate  the  fiftieth  anniversary  of  Confed¬ 
eration,  for  which  it  had  been  intended; 
ironically,  an  American  had  erected  a  monu¬ 
ment  to  symbolize  Canada’s  nationhood. 

In  September  1918,  Eric  Brown  wrote  to 
Frances  Loring  on  behalf  of  Sir  Edmund 
Walker,  who  was  chairman  of  the  hoard  of 
tmstees  of  the  National  Gallery  and  a  member 
of  the  War  Memorial  Funds  committee,  to 
ask  whether  she  and  Florence  Wyle  would  he 
interested  in  creating  several  bronze  figures, 
based  on  “the  various  types  of  girl  war  work¬ 
ers,”  for  the  Canadian  War  Records.  It  had 
been  on  the  initiative  of  Sir  Max  Aitken, 
an  expatriate  Canadian  who  had  become  a 
member  of  the  British  Flouse  of  Commons 
and  had  been  appointed  officer  in  charge  of 
War  Records,  that  a  committee  was  organ¬ 
ized  in  1917  to  compile  a  record  of  the  Ca¬ 
nadian  war  effort.  Soon  after  its  initiation. 

Sir  Edmund  Walker  told  Sir  Max  (who  became 
Lord  Beaverhrook  in  1918)  that  the  war 


effort  in  Canada  w'as  not  being  recorded,  nor 
had  Canadian  artists  been  asked  to  conttih- 
ute  to  the  scheme.'”  Walket  was  put  in 
charge  of  the  work  to  he  done  in  Canada  and 
Brown  was  helping  him. 

Eric  Brown  wrote,  “When  I  was  at  the 
Toronto  exhibition  I  saw  the  vatious  types  of 
the  girl  war  workers  in  their  working  clothes, 
munition  makers,  aeroplane  girls,  land  workers, 
fruit  pickers  etc,  and  it  struck  me  that  they 
were  very  fine  subjects  for  a  series  of  small 
bronzes  ...  I  can  imagine  you  have  seen  the 
girls  I  mean  yourself,  and  have  thought  of 
them  in  tenns  of  bronze  and  therefore  the  idea 
is  not  new  to  you.”^‘^  He  asked  Frances  to 
considet  the  subjects  she  would  choose  and 
their  most  appropriate  size.  He  also  asked 
if  Wyle,  who  had  been  a  patient  at  the 
Gravenhutst  Sanitarium  from  1917  to  1918 
because  she  was  suffering  from  respiratory 


Fit '.LIRE  21. 

Frances  Loring  and  Margaret  Sctihie  at  wtirk  on 
the  statue  Miss  Canada,  June  1917.  Courtesy 
of  the  Archives,  Eaton’s  of  Canada  Limited. 
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Fic.L'Re  22. 

Fk)rence  Wylc.  X-icmoridl  to  Nurse  Edith  Cai’cll, 
1919-1921.  Bnmze  relief,  H.  213.0  cm.  On 
the  t’round.s  of  Torontt)  General  Hospital,  Tt)- 
ronto,  Ontario.  Photo  hy  James  Chambers. 

Fit'.LiRE  2  3. 

Frances  Poring.  The  Mercer  Memorial,  1921. 
Bronze  relief,  H.  155.4  cm.  Moss  Park  Armour' 
ies,  Toronto.  Photographer  unknown.  Photo; 
gift  t)f  the  Estates  of  Frances  Poring  and  Florence 
Wyle,  1983. 


problems,  would  he  able  to  work  on  the  pro¬ 
ject  as  well. 

The  response  was  immediate  and  highly 
positive.  The  women  had  spoken  between 
themselves  of  the  war  work  being  done  by 
their  painter  colleagues,  and  had  hoped 
that  there  was  similar  work  a  sculptor  could 
do.^'  They  agreed  that  women  workers  would 
translate  well  into  bronze,  and  began  work¬ 
ing  on  sketches  right  away,  planning  first 
to  go  through  some  of  the  munitions  plants 
to  select  the  best  subjects.  Precedents  in  this 
area  had  been  set  by  the  Belgian  sculptor 
Constantin  Meunier  (1831-1905)  and  the 
French  Jules  Dalou  (1838-1902),  representa¬ 
tives  of  the  Realist  movement  in  sculpture, 
who  typically  chose  workers  as  their  subjects. 
Some  American  sculptors  had  also  turned 
their  attention  to  the  theme  of  the  worker. 


among  them  Mahonri  Young,  Ahastenia 
St.  Peger  Eberle,  and  Chester  Beach. In 
Canada,  Marc-Aurele  de  Foy  Suzor-Cote 
(1869-1937)  and  Alfred  Paliberte  treated 
genre  subjects  that  included  the  worker. 
Poring  and  Wyle  were  formally  commissioned 
to  do  the  work  on  September  18,  1918,  and 
each  was  advanced  the  sum  of  one  hundred 
fifty  dollars  that  November. 

By  late  October  the  women  had  toured 
the  plants  and  the  War  Record  work  was  well 
under  way;  having  had  more  time  to  reflect 
upon  the  possibilities  of  the  subject,  Wyle 
suggested  they  represent  some  of  the  male 
workers  as  well  (“they  were  so  wonderfully 
sculptural”)  and  do  some  relief  work,  since 
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they  felt  it  was  “practically  imptissible  ti) 
do  the  girls  at  the  machines  in  any  other 
way.”-’  Loring  did  two  reliefs,-"'  hut  only  one, 
Noon  Hour  at  a  Munitions  Plant  (Cat.  No.  21 ), 
was  cast.  Sometime  in  March,  1919,  the 
hrst  seven  figures,  including  Noon  Hour 
(Cat.  No.  19)  and  Funuice  Girl  (Cat.  No.  20), 
referred  to  in  correspondence  as  “the 
Grcaover,”  were  sent  to  the  New  York  factory 
of  the  Gorham  Manufacturing  Company  to 
he  cast  in  hronze.  The  remaining  figures  would 
be  done  by  a  Canadian  company,  William 
A.  Rogers  Limited,  in  Toronto,  perhaps  be¬ 
cause  time  was  limited,  and  because  it  may 
have  been  less  costly  to  have  the  work  done 
locally.  They  do  not  seem  to  have  had 
much  faith  in  the  local  foundries,  however, 
and  Wyle’s  Farm  Girl  (Cat.  No.  18)  was  used 
as  a  test  piece. 

Eric  Brown  wanted  all  the  work  completed 
by  September  in  time  for  a  special  exhibit 
of  the  Canadian  part  of  the  war  memorials  to 
be  held  at  the  Art  Gallery  of  Toronto  from 
October  18  to  November  12,  1919. Although 
the  catalogue  listed  all  their  works,  a  total 
of  sixteen,  as  being  in  bronze,  only  seven, 
those  cast  at  Gorham,  were  ready  in  rime 
for  the  Toronto  showing.  The  work  at  Rogers 
dragged  on  because  of  labour  troubles,  illness, 
and  lack  of  coal,  and  two  of  the  bronzes  were 
still  unfinished  in  June  1920.  Even  when 
all  the  work  was  done,  payment  by  the  War 
Memorial  Funds  Committee  was  slow,  and 
the  Girls  had  to  borrow  money  to  pay  the 
foundry  while  writing  letters  to  Eric  Brown, 
pleading  for  final  payment.  (Their  funds  were 
depleted  because  they  bought  a  property  in 
the  country  in  1919  and  an  old  frame  church, 
to  use  as  a  home  and  studio,  in  1920.) 

The  figures  were  very  well  received.  Barker 
Fairley  wrote  that,  to  many  people,  they 
were  the  most  interesting  thing  in  the  War 


Records  exhibition,  and  that  “the  dress  and 
attitude  of  women  workers  in  held  and  factory, 
from  being  the  subject  of  ‘farmerette’  jokes, 
has  here  been  turned  to  account  as  the 
source  of  a  beauty  that  is  hnely  nervous  and 
supple.”-'’  And  in  a  letter  to  Florence  Wyle, 
Eric  Brown  relayed  the  fact  that  A.Y.  Jackson 
was  tremendously  taken  with  them;  “He  says 
you  have  done  a  series  of  bronzes  which 
make  him  wish  to  knock  down  all  the  statues 
in  Toronto  and  let  you  replace  them  with 
anything  you  wish.”-" 

Similarity  in  subject  matter  for  this  com¬ 
mission  again  invites  a  comparison  of  their 
respective  contributions.  All  of  Loring’s  hgures, 
like  Furnace  Girl,  are  actively  engaged  in 
their  task,  while  half  of  Wyle’s  have  been 
caught  in  a  moment  of  rest,  and  more  than 
one  has  taken  up  the  classical  contrapposto 
pose,  with  the  weight  carried  fully  on  one 
leg,  and  the  tilt  of  the  shoulders  counterbal¬ 
ancing  that  of  the  hips,  as  in  Farm  Girl. 
Florence  would  turn  again  to  the  theme  of  the 
worker  pausing  for  refreshment  around  1938 
with  The  Harvester  (Cat.  No.  64).  Both 
women  have  used  the  folds  in  the  workers’ 
garments  to  enliven  the  surface  and  underline 
the  action  being  performed,  to  the  point 
where  the  uniforms  seem  drenched,  revealing 
the  underlying  anatomy.  Florence’s  surfaces 
are  more  detailed,  having  been  broken  up  by 


Figure  24. 

Frances  Loring.  Sketch  for  a  tear  memorial, 
c.  1925.  Plaster  model,  location  unknown.  Photo 
by  Pringle  and  Booth  Ltd.  Photo:  gift  of  the 
Estates  of  Frances  Loring  and  Florence  Wyle, 
1983. 
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Colour  Plate  No.  3  (Cat.  No.  55,  Figure  53) 
Frances  Poring,  Sir  Frederick  Banting,  c.  1934- 
Bronze,  H.  62.5  cm.  Art  Gallery'  of  Ontario, 
Toronto.  Gift  of  the  Estates  of  Frances  Poring 
and  Florence  Wyle,  1983. 
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a  system  ot  meaninj^tul  lines  and  creases. 
Frances  has  paid  less  attention  to  detail;  the 
surfaces  are  broader,  less  broken  up  by  folds, 
which  are  used  more  to  describe  lines  of  force. 

Late  in  the  summer  of  1919,  Frances 
Loring  was  working  on  a  frieze  entitled  Noon 
Hour  in  a  Munitions  Plant  (Cat.  No.  21),  a 
large  relief.  Wyle  had  probably  also  begun 
modelling  her  Memorial  to  Nurse  Edith  Cavell, 
another  large  relief  (Figure  22),  which  occu- 
pies  its  original  site,  at  the  south-east  corner 
of  College  Street  and  University  Avenue, 
on  the  grounds  of  the  Toronto  General  Hos¬ 
pital.  The  large  scale  of  these  works  made 
a  larger  working  space  necessary,  and  Loring 
and  Wyle  consequently  bought  some  land 
at  Cherrywood,  on  Kingston  Road,  east  of 
Toronto,  which  they  used  as  a  summer  stu¬ 
dio.  Wyle  had  been  given  the  commission  for 
the  Edith  Cavell  Memorial,  probably  in  the 
spring  of  1919;  she  had  submitted  a  small 
model  earlier  that  year,  which  had  been 
inspected  by  the  hospital  trustees,  then  ap¬ 
proved  by  Sir  Edmund  Walker  in  March. 

Jules  F.  Wegman,  an  architect,  was  responsible 
for  designing  the  architectural  framework 


for  the  bronze  relief,  which  was  erected  in 
late  August  1921,  apparently  without 
ceremony. 

As  Loring  did  in  her  frieze,  Wyle  has 
generalized  the  action  in  her  relief,  so  that  it 
does  not  recall  a  specific  scene,  hut  instead 
“symbolized  the  ideals  for  which  the  nursing 
profession  stood  with  telation  to  war  ser¬ 
vice.”’*^  In  both  works,  the  figures  are  bent 
forward,  conveying  their  sense  of  duty  in 
spite  of  extreme  fatigue.  Loring  used  the 
walking  figure  in  profile  again  in  the  Mercer 
Memorial  (Figure  23),  unveiled  in  1921  by 
the  Prime  Minister  of  Canada,  the  Right 
Honorable  Mr.  Arthur  Meighen,  at' the  old 
City  Armories,  which  once  stood  on  Univer¬ 
sity  Avenue.  (This  bronze  relief  is  now 
located  in  the  Moss  Park  Amiories,  on  Queen 
Street  East,  Toronto.)  In  her  workers’  frieze, 
and  in  its  later  adaptation  to  a  war-memorial 
sketch  of  the  industrial  workers  who  had 
made  victory  possible  (Figure  24),  the  figures 
are  dressed  in  contemporary  work  clothes. 

By  contrast,  the  Mercer  figure  is  robed  in  an¬ 
cient  Greek  dress  and  carries  the  attribute 
of  honour  or  victory,  a  laurel  wreath.  She  is 


not  tied  to  a  specific  time,  place,  or  event, 
but,  as  the  personification  of  an  abstract  con¬ 
cept,  takes  on  a  grander,  more  universal 
meaning. 

Monuments  erected  in  memory  of  the 
Great  War  represent  one  of  the  main  cate¬ 
gories  of  activity  in  which  sculptors,  particu¬ 
larly  Frances  Loring,  would  be  engaged  in 
the  1920s.  Several  themes  and  motifs  that  first 
appeared  in  the  significant  work  done  by 
Loring  and  Wyle  for  the  Canadian  War  Rec¬ 
ords  would  be  taken  up  again  later  on  in 
their  careers.  The  bronze  war  workers  are 
representative  of  their  finest  work  from  that 
period,  which  was  fast  drawing  to  a  close; 
they  are  among  the  last  works  done  in  a 
realist  vein.  The  world  changed  rapidly  after 
the  Great  War  ended,  and  the  sculpture  of 
the  Girls  reflects  the  era  in  which  it  was  pro¬ 
duced.  While  the  Girls  remained  faithful 
to  their  academic  training,  firmly  maintaining 
their  belief  that  a  solid  understanding  of  the 
human  figure  and  anatomy  were  the  basis  of 
sculpture,  their  work  over  the  next  twenty- 
five  years  bears  the  unmistakable  imprint  of 
the  advancing  tide  of  modernism. 
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Colour  Plate  No.  4  (Cat,  No.  67) 

Frances  Luring,  Eskimo  Mother  and  Child, 
c.  1938.  Painted  plaster,  H.  190.0  cm.  Art 
Gallery  of  Ontario,  Toronto.  Gift  of  the  Estates 
ot  Frances  Luring  and  Florence  Wyle,  1983. 
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The  Salon  of  Toronto’s 
Art  World  1920-1948 


The  period  following  the  First  World  War 
through  the  Second  represents  the 
height  of  the  artistic  careers  of  Frances  Loring 
and  Florence  Wyle.  It  began  when  they 
moved  to  a  new  studio,  a  building  that  had 
housed  the  Sunday  Schoc')!  of  Christ  Church, 
Deer  Park.  It  had  once  stood  at  the  corner 
of  Yonge  Street  and  Lawton  Boulevard,  hut 
had  been  moved,  around  1910,  across  the 
Vale  of  Avoca  to  its  present  site  east  of  Mount 
Pleasant  Road  (Figure  25;  Figure  26,  p.  ii). 

A  basement  was  dug  under  the  house; 
plumbing  was  installed,  and  a  colossal  fireplace 
was  built  in  the  south  wall.  The  building’s 
capacious  interior  was  ideally  suited  to  the 
needs  of  two  sculptors  who  would  soon  be 
working  on  large-scale  monuments,  architec¬ 
tural  reliefs,  and  fountain  figures.'  In  addi¬ 
tion  to  being  their  studio,  the  building,  known 
as  “the  church,”  was  the  official  head  office 
of  the  Sculptors’  Society  of  Canada  for 
many  years,  and  was  the  gathering  place  for 
Toronto’s  artistic  community  until  a  new 
generation  of  artists  came  on  the  scene  after 
the  Second  World  War. 

Regarded  as  highly  unconventional  by  the 
general  populus  at  the  time,  and  often  living 
close  to  the  poverty  line,  especially  during 
the  Depression,  the  Girls  nonetheless  were 


highly  regarded  as  artists  and  attracted  a 
richly  varied  and  interesting  group  of  friends. 
Included  were  academics  such  as  professors 
Herbert  Davis  and  Robert  Maclver,  brother  of 
Keith  Maclver,  the  Girls’  closest  friend. 
Keith  Maclver  was  involved  in  mining  opera¬ 
tions  in  northern  Ontario  with  Frances  bor¬ 
ing’s  father,  hut  spent  his  winters  in  Toronto. 
Musicians  Evelyn  Pamphilon,  Jeanne  Dus- 
seau,  Gwendolyn  Williams,  and  John  Goss, 
and  other  artists,  including  their  good  friend 
A.Y.  Jackson,  (Cat.  No.  44),  were  early  visi¬ 
tors  to  the  Church,  as  was  Fred  Varley 
(Car.  No.  22).  Florence  sculpted  portraits  of 
many  of  their  friends  over  the  years,  so  the 
studio  must  have  gradually  taken  on  the 
appearance  of  a  “Who’s  Who”  of  noteworthy 
personalities  of  the  1920s  and  1930s.  Of  the 
Group  of  Seven,  she  did  a  head  of  Lawren 
Harris  (Cat.  No.  43),  and  hoped  to  do  one 
of  Arthur  Lismer,  but  it  was  never  done. 
Patrons  and  supporters  of  the  arts,  such  as 
the  Elys  (Cat.  Nos.  23,  27,  and  28)  and  the 
Honorable  Vincent  Massey,  Canadian  Minis¬ 
ter  to  the  United  States  from  1926  to  1930 
and  High  Commissioner  in  London  from 
1935  to  1946,  were  also  represented.  The 
anarchist  Emma  Goldman,  who  also  numbered 
among  their  friends,  was  a  visitor  to  Canada 


from  November  1926  to  February  1928,  in 
exile  from  the  United  States.  In  Toronto, 
Goldman  was  helped  by  the  Girls,  who  ar¬ 
ranged  for  her  to  give  a  special  drama  course 
at  Hygiene  Hall,^  in  Elm  Street. 

In  the  early  twenties,  it  was  said  that 
Loring  and  Wyle  were  two  of  the  most  im¬ 
portant  sculptors  in  Canada,  and  Eric  Brown 
wrote  that  the  several  examples  of  their 
work  possessed  by  the  National  Gallery  were 
“looked  upon  as  among  the  most  brilliant 
of  the  Canadian  sculpture.”’  At  the  annual 
meeting  of  the  OSA,  in  the  spring  of  1920, 
they  were  elected  members  of  the  society  in 
spite  of  the  fact  that  neither  had  submitted 
work  to  the  annual  exhibition  that  year;  the 
rules  regarding  election  were  suspended  be¬ 
cause  Loring  and  Wyle  were  considered  “artists 
of  reputation.”''  Actively  involved  in  the 
OSA,  Loring  and  Wyle  were  elected  to  the 
hanging  committees  (Figure  27),  and  to  the 
executive  council  on  more  than  one  occa¬ 
sion.  Loring  was  a  member  of  the  council  from 
1922  to  1926,  Wyle  in  1929.  Wyle  was  a 
constant  contributor  to  the  annual  exhibitions 
until  all  the  sculptor  members  of  the  society 
resigned  in  1933. 

In  addition  to  the  OSA,  Loring  and  Wyle 
were  involved  in  the  RCA;  they  exhibited 
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Figure  25. 

Exterior  south  elevation  ot  the  studio  before 
1952.  Photo  by  Herb  Nott.  Photo:  gilt  ot  the 
Estates  of  Erances  Poring  and  Florence  Wyle, 
1983. 

Figure  27. 

The  OSA  Hanging  Committee,  1928.  From  left: 
Gustav  Hahn,  F.H.  Bridgen,  L.A.C.  Panton, 
Florence  Wyle,  H.S.  Palmer,  T.W.  Mitchell, 
Wyly  Grier.  Photo  by  M.O.  Hammond.  Province 
of  Ontario  Archives,  Toronto. 


with  the  academy  for  a  number  of  years  before 
they  were  elected  associate  members  in  No¬ 
vember,  1920.  Wyle  became  an  academician 
in  1938 — the  first  woman  sculptor  to  do 
so — and  Lorifag  in  1947.  They  also  continued 
their  membership  in  the  Women’s  Art  Asso¬ 
ciation  taf  Canada.  Poring  was  a  vice-president 
from  1930  to  1934,  chairman  in  1935  and 
1936,  and  president  from  1938  to  1940.  Wyle 
was  the  only  woman  on  the  jury  of  selec¬ 
tion — she  represented  the  sculptors — for  the 
British  Empire  Exhibition  held  at  Wembley 
in  1924  and  1925,  and  Poring  sat  as  an 
adjudicator  for  the  Willmgdon  Fine  Arts 
Competition  in  1930. 

Throughout  the  years,  both  artists  raised 
active  voices  on  matters  pertaining  to  the 
arts.  Poring  was  the  more  vocal  of  the  two. 
She  frequently  lectured,  usually  on  the  his¬ 
tory  of  sculpture.^  On  one  occasion  she  drew 
up  and  circulated  a  petition  in  support  of 
Eric  Brown  during  the  National  Gallery  con¬ 
troversy  in  1932.  Brown  had  been  attacked 
by  a  group  of  conservative  painters  who 
accused  him  of  prejudice  in  the  acquisition  of 
works  of  art  for  the  National  Gallery’s  collec¬ 
tion.  Wyle’s  advice  to  these  artists  “to  leave 
amateur  pcrlitics  alone  and  paint”  was  the 
subject  of  a  column  in  the  Mail  on  December 
10,  1932.  In  the  late  1940s,  when  a  local 


manufacturer  erected  a  water  tower  in  the 
vicinity  erf  Poting’s  Queen  Elizabeth  Monu¬ 
ment,  which  at  the  time  marked  the  eastern 
entrance  to  the  Queen  Elizabeth  Way 
(Figure  28,  PI.  No.  5),  Poring  launched 
protests  through  the  OSA  (to  which  she  had 
been  reinstated  in  1948)  and  the  SSC.  She 
claimed  that  the  authorities  had  failed  to  take 
the  necessary  precautions  to  prevent  the 
defacement  of  the  view  of  this  monument  by 
factory  buildings.  The  monument,  designed 
by  Poring  and  W.P.  Somerville,  was  comprised 
of  a  stylized  lion,  at  the  base  of  a  tall  pillar 
surmounted  by  a  crown.  Wyle  was  responsi¬ 
ble  for  the  profile  relief  of  the  Royal  couple 
at  the  base  of  the  pillar.  The  monument 
was  moved  to  Gzowski  Park,  on  Pakeshore 
Boulevard  West,  in  1974  to  allow  for  the 
widening  of  the  highway  (Figure  29). 

As  a  member  of  the  Continuation  Com¬ 
mittee  of  the  first  Conference  of  Canadian 
Artists  held  in  Kingston,  Ontario  in  1941,  and 
of  the  Federation  of  Canadian  Artists  (fca), 
which  resulted  from  it,  Frances  Poring 
worked  to  achieve  the  professed  objects  of 
the  FCA,  one  of  which  was  to  promote  public 
and  government  support  for  the  visual  arts, 
particularly  during  the  war.  She  wished 
to  discourage  the  point  of  view  that  art  was 
an  extravagance  during  wartime;  she  had 
raised  this  issue  at  the  Kingston  conference. 

A  petition  was  drawn  up  by  the  Mc'intreal 
Committee  of  the  FCA  in  1942  urging  the 
federal  government  to  enlist  the  talents 
of  Canadian  artists.  A  copy  of  the  petition 
could  be  signed  at  the  studio  of  Poring  and 
Wyle.  When  the  umbrella  organization,  the 
Canadian  Arts  Council  (CAC),  was  set  up 
in  1945,  Poring  was  representative  for  the 
Sculptors’  Society  c'lf  Canada,  one  of  the 
sixteen  national  arts  societies  that  comprised 
the  council. 
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Just  as  their  public  activity  diftered,  so 
their  artistic  careers  were  quite  separate  during 
these  years.  Frances  Lonng  devoted  herself 
primarily,  though  not  exclusively,  to  war 
memorials  and  architectural  sculpture,  while, 
generally  speaking,  Florence  Wyle  preferred 
to  work  on  a  more  modest  scale,  designing 
fountains  for  private  gardens  and  undertaking 
portraits  and  figure  work.  Figure  work  was 
Wyle’s  preference,  for  she  felt  it  was  better 
sculpture,*’  and  much  of  her  work  was  not 
intended  to  serve  a  practical  purpose.  During 
the  1920s,  when  the  country  was  in  need 
of  a  large  number  of  war  memorials  to  com¬ 
memorate  the  Great  War,  both  Loring  and 
Wyle,  along  with  most  other  Canadian 
sculptors,  rose  to  meet  the  demand.  For  a 
brief  period,  the  sculptor  was  needed  and  his 
or  her  talents  were  recognized. 

War  Memorials 

Most  of  the  war  memorials  in  Canada  today 
were  erected  after  the  First  World  War.' 
Their  numbers,  size,  and  character  reflect  the 
unprecedented  scale  of  the  conflict  and  the 
huge  loss  of  human  life  involved.  Before  the 
Great  War,  the  energetic  figure  of  a  soldier 
engaged  in  some  activity  related  to  battle,  and 
sometimes  accompanied  by  a  female  personi¬ 
fication  of  Victory,  served  to  commemorate  the 
patriotism  and  heroism  of  those  who  fell. 
Such  are  the  memorials  that  were  designed 
by  Flamilton  MacCarthy  (Halifax,  Brantford, 
and  Ottawa)  and  George  Hill  (London, 
Ontario),  for  example,  in  memory  of  the  two 
hundred  fifty  Canadians  who  were  killed  in 
the  Boer  War  (1899-1902).  The  First  World 
War  (1914-1918)  took  the  lives  of  more 
than  sixty  thousand  Canadians. 

The  plucky  figures  of  the  Boer  War  mem¬ 
orials  were  inadequate  to  convey  the  enorm¬ 


ity  of  Canada’s  loss,  and  sculptors  turned 
instead  to  allegorical  figures,  which  were  ca¬ 
pable  of  embodying  more  universal  concepts. 
Waltet  Allward,  in  particular,  favoured  the  use 
of  allegory,  not  only  in  his  colossal  Vimy 
Memorial,  hut  also  in  the  Stratford  War 
Memorial  (1922)  which  has  two  Rodinesque 
figures,  “Spiritual  Triumph”  and  “Brute 
Force,”  and  the  Peterborough  War  Memorial 
(1929),  which  also  has  two  figures,  “Human¬ 
ity”  and  “Aggression.”  Alternatively,  the 
introspective  figure  of  a  solitary  uniformed 
soldier,  complete  with  his  weapons,  like  a 
saint  or  martyr  with  his  attributes,  stands  to 
represent  his  fallen  comrades.  Frances  Bor¬ 
ing’s  St.  Stephen  War  Memorial  (Figure  30), 
unveiled  in  1926,  and  an  identical  monu¬ 
ment  with  minor  changes  cast  in  1929  for 
Augusta,  Maine,  are  characteristic  of  this 
new  spirit.  Boring’s  work  is  strikingly  similar 
to  Emanuel  Flahn’s  Fort  William  Memorial 
(Figure  31),  unveiled  in  1921,  of  which  many 
copies  were  made  and  scattered  across  the 
eastern  part  of  the  country.* 

In  anticipation  of  the  hundreds  of  war 
memorials  that  would  be  erected  in  the  next 
decade,  the  Ontario  Advisory  Committee 
on  War  Memorials  was  formed  in  1919, 


Figure  28. 

Frances  Loring  and  W.L.  Somerville.  The  Qneeri 
Elizuheth  Monumeut,  1939-1940.  Indiana  Lime¬ 
stone,  H.  362.4  cm,  in  its  original  location 
at  the  eastern  entrance  to  the  Queen  Elizabeth 
Way.  Photo  by  jean  Gainfort  Merrill.  Photo: 
gift  of  the  Estates  of  Frances  Loring  and  Florence 
Wyle,  1985. 

Figure  29. 

Frances  Loring.  Detail  of  The  Queen  Elizabeth 
Monument  in  its  new  location,  1987.  Photo 
by  James  Chambers.  See  PI.  No.  5. 
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Colour  Plate  No.  5  (Figures  28  and  29) 
Frances  Lonng  and  W.L.  Somerville, 

The  Queen  Elizabeth  Monument  in  its  present 
location  in  Sir  Casimir  Gzowski  Park,  Lakeshore 
Boulevard  West,  Toronto.  Photo  by  James 
Chambers. 
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chaired  hy  George  A.  Reid,  principal  ot  the 
Ontario  College  of  Art,  and  comprised  of 
representatives  of  the  OSA,  the  Society  ot 
Graphic  Art,  and  the  Ontario  Association  of 
Architects.  None  of  the  representatives  was 
a  sculptor.  A  circular  was  published  to  advise 
those  interested  in  erecting  war  memorials, 
and  it  contained  suggestions  as  to  their  treat¬ 
ment,  a  list  of  conditions  affecting  their 
promotion  and  erection,  and  suggestions  as 
to  type,  which  included  fountains,  symbolic 
groups,  public  buildings,  mural  paintings, 
and  so  on. 

The  committee  was  ineffectual,  however, 
partly  because  of  the  lack  of  publicity,  and 
it  disbanded  hy  the  fall  of  1922.  Out  of  a 
concern  to  stem  the  tide  of  had  monuments 
being  erected  across  the  country  hy  inexperi¬ 
enced  citizens;  and  to  encourage  the  involve¬ 
ment  of  professional  sculptors  and  limit  the 


involvement  of  the  commercial  monument 
companies,  Frances  boring  suggested  the  for¬ 
mation  of  an  alternative  organization.  It 
would  he  national  in  scope,  and  composed  of 
disinterested  individuals,  including  represen¬ 
tatives  of  the  RCA,  the  Society  of  Architects, 
perhaps  the  director  of  the  National  Gallery, 
and  a  “newspaper  man  for  publicity 
purposes.”  The  organization  should  act  in  a 
purely  advisory  capacity — suggest  suitable 
locations,  provide  referrals  to  those  best  suited 
to  do  the  work,  or  act  as  judges  in  competi¬ 
tions.'^  It  does  not  appear  that  such  a  com¬ 
mittee  was  ever  established.  However,  boring 
carried  on  her  crusade  as  convenor  of  the 
War  Memorial  Gommittee  within  the  OSA  and 
tried  to  enlist  the  help  of  the  Royal  Archi¬ 
tectural  Institute  of  Ganada  in  setting  up 
a  conference  to  discuss  improving  the  condi¬ 
tions  in  war-memorial  competitions  early 
in  1928.'° 

It  is  likely  that  the  Girls  were  working  on 
war  memorials  as  early  as  the  summer  of 
1919."  A  number  of  models  exist  in  photo¬ 
graphs,  but  it  is  unknown  for  which  specific 
project  they  were  intended.  (See,  for  example. 
Figure  24.)  boring  and  Wyle  may  have  en¬ 
tered  the  Ganadian  Battlefields  Memorials 
Competition,  which  was  announced  in  the  fall 
of  1920,  the  intention  of  which  was  to  erect 
landmarks  on  the  eight  battlefields  of  France 
and  Belgium  where  the  Canadian  Corps 
accomplished  its  most  notable  achievements. 
Walter  Allward’s  entry  was  chosen  for  Vimy 
Ridge.  In  1923  the  Girls  were  the  only  women 
among  eight  sculptors  to  submit  designs  for 
the  Sault  Ste.  Marie  War  Memorial.  The 
competition  was  won  by  Alfred  Howell;  the 
memorial  was  unveiled  in  1924- 

Again,  both  boring  and  Wyle  submitted 
models  for  the  National  Commemorative 
War  Monument  competition  in  1925.  The 


Figure  30. 

Frances  boring.  Clay  model  for  the  St.  Stephcti 
War  Mevvjrial,  c.  1925.  Dimensions  unknown. 
Photo  by  Pringle  and  Booth  btd.  Photo:  gift 
of  the  Estates  of  Frances  boring  and  Florence 
Wyle,  1983. 

Figl're  31. 

Emanuel  Hahn.  Fort  William  War  Memorial, 
c.  1921.  Stone,  dimensions  unknown.  Photo¬ 
grapher  unknown.  Photo  (retouched):  Special 
Collections,  E.  P.  Taylor  Reference  bibrary.  Art 
Gallery  of  Ontario. 


Figure  32. 

Florence  Wyle.  Sketch  fur  a  war  memorial, 
c.  1925.  Plaster,  dimensions  unknown.  Photog¬ 
rapher  unknown.  Photo:  gilt  ol  the  Estates  ol 
Frances  Loring  and  Florence  Wyle,  1983. 


federal  government  had  decided  in  1922  to 
erect  a  menutrial  in  Ottawa.  There  would 
he  a  twO'Stage  competition  open  to  all  archi¬ 
tects,  artists,  and  sculptors  resident  in  the 
British  Empire,  and  to  British  subjects  by  birth 
who  were  resident  elsewhere.  In  consultation 
with  Eric  Brown,  the  general  conditions  ot  the 
competition  were  drawn  up,  and  a  public 
notice  inviting  designs  was  issued  in  Eebrtiary 
1925.  The  specihcations  concerning  the  final 
form  were  loosely  defined.  It  was  stated 
that  the  monument  was  to  he  “expressive  of 
the  feelings  of  the  Canadian  people  as  a 
whole,  to  the  memory  of  those  who  partici¬ 
pated  in  the  Great  War  and  lost  their  lives  in 
the  service  of  humanity.”'^  The  first  stage 
involved  designs  drawn  on  paper,  from  which 
the  finalists  were  chosen  and  asked  to  submit 
plaster  models  made  to  the  scale  of  one  inch 
to  the  foot.  Another  interesting  specifica¬ 
tion,  in  light  of  the  increasing  collaboration 
between  sculptors  and  architects  in  the 
1920s  and  1930s,  was  that,  should  the  designer 
be  an  architect,  he  or  she  would  be  required 
to  associate  with  a  sculptor  approved  by  the 
assessors,  and  vice  versa.  This  followed  the 


example  set  earlier  by  the  Canadian  Battlefields 
Competition. 

The  small,  two-figure  grouping  included 
in  the  exhibition  (Eigure  32,  Cat.  No.  30)  was 
probably  Elorence  Wyle’s  entry.  The  figures 
were  to  be  life-size  and  symbolize  “Canada, 
mourning,  sending  her  son  forth  to  battle  for 
the  Right  and  arming  him  with  the  Sword 
of  Righteousness  and  the  Shield  of  Eaith.”  It 
is  placed  atop  a  high  plinth.  Wyle  had  not 
collaborated  with  an  architect,  and  perhaps  as 
a  result  ot  this,  the  tigural  and  architectural 
elements  are  not  successfully  combined.  Lor¬ 
ing,  on  the  other  hand,  welcomed  the  chal¬ 
lenge  of  integrating  disparate  elements  on  a 
monumental  scale,  and  her  entry  (see  Figures 
33  and  34),  submitted  with  the  architect 
W.L.  Somerville,  was  one  of  the  seven  se¬ 
lected  for  the  second  stage  of  the  competi¬ 
tion.*^  As  in  many  of  her  designs  for 
monuments  in  this  period.  Boring’s  major 
allegorical  figures  appear  to  emerge  from  the 
wall  against  which  they  are  set.  Fiere,  how¬ 
ever,  they  have  not  simply  been  sculpted  in 
high  relief,  but  are  in  three-quarter  round. 

By  carrying  the  relief  ccmcept  (which,  by  na¬ 
ture,  integrates  the  figure  with  the  wall)  to 
its  furthest  limits,  she  has  created  a  truly 
monumental  work,  the  over-life-size  figures 
gaining  strength  from  the  stone  framework 
(Figure  35,  p.  xiv).  We  have  the  maquette 
for  one  of  the  side  groupings,  representing  the 
sacrifice  made  by  the  mothers  (Cat.  No.  31). 
If  Loring  were  following  the  rules  governing 
scale,  these  would  have  been  more  than  nine 
feet  high. 

Loring  and  Somerville  did  not  win  the 
commission,  which  was  awarded  instead  to  the 
English  sculptor  Vernon  March  for  his  de¬ 
sign,  the  “Great  Response.”  Loring  disliked 
the  monument,  which  she  later  described 
as  “cheap  melodrama.”  However,  she  did  not 
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abandon  her  design,  but  resubmitted  it  to 
the  competition  tor  the  Galt  War  Memorial, 
again  with  William  Somerville,  in  1928. 
Probably  because  of  the  lack  of  funds,  the 
original  design  had  to  he  pared  down,  to 
eliminate  the  side  groupings.  This  left  the 
single  figure  of  “Victory”  on  one  face,  and  that 
of  “Peace”  on  the  other,  which  is  how  it 
appeared  on  its  unveiling  in  1930  (Figure  36) 
and  has  remained  to  this  day. 

A  single  allegorical  figure  characterizes 
another  major  war-memorial  commission, 
which  came  boring’s  way  in  the  late  1920s.  It 
was  ordered  by  the  Law  Society  of  Upper 
Canada  for  the  library  at  Osgoode  Hall.  (See 
Figures  37  and  38.)  Inspired  by  the  Rupert 
Brooke  poem  “These  laid  the  world  away,”  the 
seven-foot  marble  figure  depicts  a  young  man 
casting  off  the  rohes  of  daily  life  in  the  ser¬ 
vice  of  humanity.  He  stands  before  a  marble 
panel  inscribed  with  the  names  of  the  Law 
Society  members  who  lost  their  lives  in  the 
Great  War.  Wyle  used  the  same  quotation 
as  the  heading  of  a  memorial  plaque  designed 
for  Northern  Secondary  School  at  the  end 
of  the  Second  World  War  (Figure  39).  In  its 
posture,  which  symbolizes  the  act  of  self- 
sacrifice,  boring’s  figure  bears  a  strong  resem¬ 
blance  to  Rodin’s  Jean  de  Fiennes,  which 
forms  part  of  the  Burghers  uf  Calms.  This  cel¬ 


ebrates  the  six  men  who  offered  their  lives 
for  their  city  during  the  Hundred  Years’  War 
in  1347. 

One  of  boring’s  two  sketches  (Cat.  No.  33) 
for  the  memorial  was  accepted,  and  she 
signed  a  contract  on  September  15,  1926.  It 
was  very  specific  in  describing  what  was 
expected  in  terms  of  the  design,  including  the 
deadline  date  of  January  1,  1928.''’  A  second 
contract,  dated  January  31,  1928,  was  made 
when  boring  failed  to  complete  the  work  by 
the  specified  date.  She  went  to  Italy  the 
following  summer  to  select  the  marble  and 
supervise  its  cutting,  since  it  was  too  costly 
to  bring  back  the  uncut  block,  and  “impossible 
to  find  a  first  class  marble  cutter  in  Canada.”'^ 

The  monument  was  completed  in  time 
for  an  unveiling  on  November  10,  1928,  by 
the  lieutenant-governor  of  Ontario,  at  which 
Frances  boring  was  not  present.  The  whole 
affair  made  the  unique  problems  faced  by  the 
sculptor  painfully  clear.  Bronze  sculpture 
could  be  brought  into  Canada  free  of  duty,  but 
marbles  executed  abroad  from  models  made 
in  Canada  were  not  exempt  from  tax.  The 
sculptor  stood  to  lose  any  profit  she  might  have 
made  from  the  commission. 

Apart  from  the  problem  of  obtaining  the 
marble,  and  contracting  technicians  to  cut  it, 
one  of  the  main  reasons  for  boring’s  failure 


Figure  33. 

Frances  boring  and  W.L.  Somerville.  One  side 
of  a  model  for  a  war  memorial  featuring  the 
figure  of  Victory,  1925.  Plaster,  location  un¬ 
known.  Photo  by  Pringle  and  Bcroth  Ltd.  Photo: 
gift  of  the  Estates  of  Frances  boring  and  Flor¬ 
ence  Wyle,  1983. 

Figure  34. 

Other  side  of  Figure  33,  featuring  the  figure  of 
Peace.  Photo  by  Pringle  and  Booth  Ltd.  Photo: 
gift  of  the  Estates  of  Frances  boring  and  Florence 
Wyle,  1983. 
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Colour  Plate  No.  6  (Cat.  No.  75) 

Frances  Loring,  Dawn,  c.  1948.  Painted  plaster, 
100.7  X  142.5  cm.  Art  Gallery  of  Ontario, 
Toronto.  Gift  of  the  Estates  of  Frances  Loring 
and  Florence  Wyle,  1983. 
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to  honour  her  contract  with  the  Law  Society 
was  the  fact  that  she  had  taken  on  a  great 
deal  at  one  time.  During  the  tall  ot  1927  she 
agreed  to  model  a  central  group  of  three 
figures  and  a  tympanum  figure  panel  tor  the 
memorial  chamber  of  the  Parliament  Build¬ 
ings  in  Ottawa  (Figure  40).''’  She  prohahly  had 
to  drop  everything  to  take  on  this  project, 
since  the  dedication  ceremony  tor  the  chamber 
took  place  on  July  13,  1928.  Also  in  1927, 
she  was  working  on  a  memorial  tablet  to  Dr. 
Alpheus  Todd,  fomier  librarian  of  Parliament 
(Figure  41).'^  Florence  Wyle  had  been  left  to 
arrange  for  the  patination  ot  the  Todd  mem¬ 
orial,  which  was  cast  in  May  1928,  while 
Loring  was  in  Italy  working  on  the  Osgoode 
Flail  memorial. 

For  the  central  group  of  three  figures, 
Loring  returned  to  the  theme  of  the  sacrifice 
of  the  mothers,  which  had  been  one  ot  the 
side  groupings  in  her  1925  National  War 
Memorial  entry  (Cat.  No.  34).  The  War 
Widow  is  elongated,  well-suited  to  her  location 
high  up  on  a  tinial;  her  head  is  turned  to 
one  side  as  though  she  is  caught  in  a  pensive 
moment.  Accompanied  by  two  children,  she 
would  not  he  confused  with  the  Virgin  Mary; 
indeed,  she  is  closer  to  traditional  representa¬ 


tions  ot  Christian  Charity.  Both  the  widow 
and  the  high  relief  of  the  Recording  Angel,  in 
the  tympanum  below  her,  are  compatible 
with  the  neo-Gothic  style  of  the  architectural 
programme.  (They  were  simplified  and  boldly 
stylized  .so  as  to  he  easily  read  from  below.) 

The  same  hold  stylization,  evident  in  the 
flattened  tubular  clouds,  tor  example,  was 
applied  to  reliefs  Loring  made  for  the  interior 
ot  the  Bank  ot  Montreal,  executed  in  1948 
(Cat.  No.  75,  PI.  No.  6).  The  commission  tor 
the  Recording  Angel,  drawn  from  the  imagina¬ 
tion  and  executed  on  a  monumental  scale, 
allowed  Loring  to  give  full  expression  to  her 
talents  as  a  designer;  in  its  design  consciousness 
(note  the  symmetrical  inward-pointing  wings 
of  the  flanking  angels),  it  is  typical  ot  the 
Art  Deco  style  that  prevailed  at  the  time. 

Response  to  Modernism 

It  is  obvious  from  her  architectural  designs, 
which  required  a  certain  amount  of  stylization, 
that  Frances  Loring  was  sensitive  to  prevail¬ 
ing  artistic  trends,  but  her  response  to  the 
advent  ot  modernism  was  not  nearly  as 
marked  as  that  ot  Florence  Wyle.  From  around 
1926,  Florence  Wyle’s  style  evolved  from  a 
realism  characterized  by  carefully  articulated 
surfaces  and  an  anatomical  accuracy  almost 
mannered  in  its  detail,  to  an  increasingly 
stylized  treatment  ot  the  human  form.  A 
gradual  distillation  occurred  in  her  art,  so  that 
the  more  abstract  components  were  empha¬ 
sized  at  the  expense  of  detail.  By  1943  she  felt 
that  the  best  sculptors  ot  her  day  were  those 
who  had  “learned  to  accent  and  simplify,  to 
balance  one  form  against  another,  to  study 
light  and  shade  and  drawing — in  a  word  to 
know  that  sculpture  is  harmony  of  mass,  as 
music  is  harmony  cat  sound,  and  that  only  the 
fundamental  ideals  and  aspirations  ot  the 


Figure  36. 

Frances  Loring  and  W.L.  Somerville.  The  Galt 
War  Memorial,  c.  1930.  The  photograph  has 
been  inscribed  with  ink  to  indicate  desired 
changes  to  the  steps.  Photographer  unknown. 
Photo:  gift  ot  the  Estates  of  Frances  Loring 
and  Florence  Wyle,  1983. 


Figure  37. 

Frances  Loring.  The  Osgoode  Hall  War  Memorial 
Great  Library,  Law  Society  ot  Upper  Canada, 
Osgoode  Hall,  Toronto,  1928.  Marble,  213.2  cm. 
Photo  by  James  Chambers. 
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Figure  38. 

Detail  of  Figure  37.  Photo  by  James  Chambers. 
Figure  39. 

Florence  Wyle.  Northern  Secondary  School 
War  Memorial  Tablet,  Northern  Secondary 
School,  Toronto,  c.  1946.  Stone.  Photo  by 
Nott  and  Merrill.  Photo:  gilt  ot  the  Estates  of 
Frances  Loring  and  Florence  Wyle,  1983. 


human  race  have  the  enduring  quality  neces¬ 
sary  for  translation  into  stone. While  she 
was  never  able  to  carry  the  distillation  pro¬ 
cess  as  tar  as  a  Brancusi,  for  instance,  she  kept 
apace  with  the  modernism  of  her  less  radical 
contemporaries  in  North  America  and 
abroad. 

Florence  Wyle  moved  to  a  more  modern 
means  of  expression  largely  because  of  an 
increased  exposure  to  contemporary  modem 
sculpture.  She  made  a  trip  abroad,  to  France, 
Belgium  and  England,  for  purposes  of  “study 
and  travel”  in  1924.  However,  this  trip  does 
not  appear  to  have  had  any  immediate  im¬ 
pact  on  her  work.  She  may  have  known  of  the 
sculptors  Bourdelle,  Maillol,  Mestrovic,  and 
Manship,  all  “conservative  modems, be¬ 
fore  her  trip;  but  it  was  not  until  around  1926, 
when  she  probably  saw  a  number  t:)f  modern 
sculpture  exhibitions,  held  principally  at 
the  Art  Gallery  of  Toronto,  that  her  work 
begins  to  show  their  influence  around  that 
time. 

The  main  reason  for  the  increasing  fre¬ 
quency  of  these  exhibitions  was  the  introduc¬ 
tion  of  a  sculpture  court, dedicated  to  Sir 
Edmund  Walker,  in  the  newly  expanded  Art 
Gallery  of  Toronto  in  1926.  The  Art  Gallery 
was  able  to  properly  accommodate  sculpture 
exhibitions  of  its  own  works  or  of  works 
borrowed  from  sister  institutions  in  Ganada 
and  the  United  States.  Local  sculptors  en¬ 
couraged  the  exhibition  committee  of  the 
Gallery  to  bring  in  the  exhibitions  they  wanted 
to  see.  Emanuel  Hahn  wrote  to  the  Art 
Gallery  on  behalf  of  the  sculptor  members  of 
the  OSA  in  1926,  requesting  the  Bourdelle 
exhibition,  which  had  been  organized  by  the 
Garnegie  Institute  in  Pittsburgh. 

Significant  early  exhibitions  included 
“Sculpture  and  drawings  by  Aristide  Maillol” 
(June  22  to  August  31,  1926);  “A  selected 


group  of  European  sculpture”  (organized  by 
A.G.  Goodyear  for  the  Albright  Art  Gallery 
in  Buffalo  and  shown  in  Toronto  in  Decem¬ 
ber  1927),  which  included  the  work  of  Erank 
Dobson,  Jacob  Epstein,  Herman  Haller, 
Georg  Kolbe,  Aristide  Maillol,  Ivan  Mestrovic, 
and  Garl  Milles;  and  “Sculpture  by  Paul 
Manship”  (April  14  to  May  6,  1928).  In  1928, 
a  significant  number  of  pieces  of  modern 
sculpture  were  purchased  for  the  permanent 
collection,  including  Mestrovic’s  Mother 
at  Prayer  (Eigure  42).^^  The  influence  of  Mes¬ 
trovic’s  wood  reliefs  is  evident  in  Wyle’s  late 
Young  Worker  (Gat.  No.  96). 

Evidently,  then.  North  American  audiences 
were  aware  of  contemporary  European  sculp¬ 
ture  and  had  a  propensity  for  its  more  con¬ 
servative  strain.  The  modernism  of  these 
sculptors  often  manifested  itself  in  a  conscious 
archaizing  or  primitivizing,  in  which  forms 
were  simplified  and  articulated  by  a  decorative 
overlay  of  line.  Without  exception,  the 
sculptors  kept  the  human  figure  as  their  sub¬ 
ject.  In  1928,  the  Toronto  critic  Augustus 
Bridle  commented  that  the  work  of  Ganadian 
sculptors  demonstrated  a  “...fine  balance 
between  progressiveness  and  traditional  reserve, 
without  flamboyant  radicalism.”^’  While 
Europeans,  during  this  period,  were  returning 
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to  the  use  of  the  figure,  which  they  treated 
with  a  new  classical  solidity  following  a  period 
of  pure  abstraction,  Canadians  had  never 
abandoned  it.  They  never  participated  in 
Cubism  or  other  radical  movements  in  sculp- 
ture  before  or  during  the  First  World  War. 
Even  the  work  of  the  more  conservative  strain 
of  European  sculptors  would  likely  have 
struck  Canadian  sculptors  as  progressive. 

Notable  among  the  books  once  in  the  Girls’ 
possession  that  indicate  their  interest  in 
contemporary  sculpture  are  Maurice  Denis’s 
1925  publication  on  Aristide  Maillol,  in 
Erench,  and  Stanley  Casson’s  Tiveyitieth  Cen¬ 
tury  Sculptors,  published  in  1930.  Exactly 
when  the  Girls  acquired  these  books  is  not 
known.  However,  there  is  evidence  that  they 
were  around  the  studio  in  the  mid-thirties. 
Erances  boring’s  Sea  Horse  Foimuiin,  of  about 
1938  (Eigure  43),  is  a  paraphrase  of  Paul 
Manship’s  Dancer  and  Gazelles  (Corcoran 


Gallery,  Washington),  which  was  exhibited  at 
the  Manship  exhibition  at  the  Art  Gallery 
of  Toronto  ten  years  earlier,  and  is  illustrated 
in  Casson’s  1930  publication. 

Also  illustrated  are  two  torsos,  one  by 
Alexander  Archipenko,  the  other  by  John 
Skeaping.  One  of  the  main  practitioners  of  the 
partial  figure  was  Aristide  Maillol  (Figure  44), 
and  several  of  his  torsos  were  included  in 
an  exhibition  of  his  work  at  the  Art  Gallery 
of  Toronto  in  1926.  Commentators  on  Mail¬ 
lol,  including  Denis,  have  pointed  out  his 
preference  for  describing  the  “architecture  of 
the  body,”  before  concerning  himself  with 
the  details.  As  Albert  Elsen  has  stated,  the 
absence  of  limbs  simplified  for  Maillol  the 
problem  of  “composing”  a  figure  and  gave  him 
more  succinctly  the  decorative  or  overall 
largeness  of  effect.  As  the  female  figure  fulfilled 
his  ideal  of  the  essential,  Maillol  generally 
favoured  the  female  torso. The  Girls’  col¬ 
league  Elizabeth  Wyn  Wood  first  showed 
a  Torso  at  the  first  SSC  exhibition  in  1928. 

Elorence  Wyle,  who  stated  that  the  female 
is  “Mother  of  the  Race,”  and  in  fact  used 
this  as  the  title  of  one  of  her  major  pieces 
around  1930  (Cat.  No.  48),  also  felt  that  the 
female  torso  permitted  her  the  fullest  possible 
expression  sculpturally.  It  was  through  her 
treatment  of  the  female  torso  that  Wyle’s  ev¬ 
olution  towards  modernism  was  effected. 
One  of  her  hrst  partial  figures  was  the  small 
Study  of  a  Girl  (Cat.  No.  32),  exhibited  at 
the  OSA  Annual  Exhibition  in  1926.  The 
innovations  present  in  this  small  piece  are 
amplified  in  the  larger  Study  of  a  Girl 
(Cat.  No.  50),  evidently  done  several  years 
later,  using  the  smaller  version  as  a  model.  In 
contrast  to  an  earlier  female  nude,  Suriicor- 
shipper  (Cat.  No.  14),  which  strikes  a  dramatic 
pose.  Study  of  a  Girl  is  in  repose  and  incom¬ 
plete,  having  being  severed  at  mid-thigh. 


Figure  40. 

Frances  boring.  Recording  Angel  ami  War  Widuu', 
1928.  Memorial  Chamber,  Parliament  Build¬ 
ings,  Ottawa.  Stone,  dimensions  unknown. 
Photo  by  Larry  Ostrom. 

Figure  41. 

Frances  boring.  Memorial  Tablet  to  Dr.  Alpheus 
Todd,  1926-1928.  Parliamentary  Library,  Ot¬ 
tawa.  Bronze  relief,  dimensions  unknown.  Photo 
by  Larry  Ostrom. 
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Colour  Plate  No.  7 

Florence  Wyle  in  the  studio,  c.  1950.  Photog¬ 
rapher  unknown.  Photo:  gilt  ol  the  Estates  of 
Frances  Poring  and  Florence  Wyle,  1983. 
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The  surface  of  the  figure  has  been  smoothed 
out  and  simplified  so  that  individual  anatom¬ 
ical  features  are  not  articulated.  This  has 
affected  the  anatomical  accuracy  of  the  figure: 
the  amis  have  been  unnaturally  lengthened, 
to  create  a  smooth,  unbroken  line,  which 
curves  down  and  across  the  lower  part  of  the 
body,  connected  with  the  hand  tucked  be¬ 
hind  a  piece  of  drapery.  All  the  anatomical 
details  have  been  suppressed  in  favour  of 
the  design,  except  the  backbone,  which  has 
been  accentuated  to  emphasize  the  serpentine 
curve  of  the  back. 

The  complete  figures  of  the  Young  Mother 
(c.  1928;  Cat.  No.  45)  and  Birdhath  (c.  1935; 
Cat.  No.  58)  also  display  a  strong  concentra¬ 
tion  on  line  and  contour.  Nothing  interferes 
with  the  outline  of  the  graceful  amtrapposto 
pose  of  the  mother  in  the  first  work.  Detail, 
particularly  in  the  hair,  has  a  linear  quality, 
as  it  does  in  the  birdhath,  where  the  girl’s 


stylized  curls  are  echoed  in  the  Creek-scroll 
motif  encircling  the  howl.  The  clear  outlines, 
simplified  forms,  and  linear  detail  also  char¬ 
acterize  the  work  of  Paul  Manship,  who  was 
featured  at  the  Art  Gallety  of  Toronto  in 
1928.-“’  His  archaizing  tendency  appealed  to 
the  contemporary  taste  for  earlier,  imire 
stylized  forms  of  art.  Emanuel  Hahn  and  his 
wife,  Elizabeth  Wyn  Wood,  were  deeply 
interested  in  Egyptian  art  at  that  time.-*' 

The  torso  became  a  constant  theme  in 
Elorence  Wyle’s  work  beginning  in  1930  with 
the  monumental  Torso  (Cat.  No.  48).  Wyle 
also  called  the  piece  Mother  of  the  Race. 
Inspired  by  contemptirary  moderns  and  in 
emulation  of  the  ancient  Greeks  whom  she 
so  admired,  the  torso  was  an  ideal  subject 
for  her.  It  predominates  until  the  end  of  her 
career  in  a  variety  of  media.  Mother  of  the 
Race  is  significant  for  a  number  of  reasons.  It 
was  her  first  true  torso.  (Before,  she  had 
made  truncated  figures.)  Also,  she  carved  the 
stone  herself  because  she  was  making  the 
piece  for  the  trustees  of  the  National  Gallery 
of  Canada,  who  could  not  afford  to  pay  her 
asking  price,  two  thtmsand  dollars.-'  Wyle 
was  requested  to  reduce  it.  She  did,  hut  only 
reluctantly,  since  the  two  thousand  dollars 
would  not  cover  the  cost  of  the  materials  or 
a  good  marble  cutter. “  She  commented:  “But 
artists  must  sell  to  go  on  producing — though 
we  could  do  far  more  and  better  work  if  we 
were  not  always  cramped  by  lack  of  money.” 
The  piece  was  purchased  by  the  National 
Gallery  in  1933.  Eric  Brown  felt  it  was 
“.  .  .  quite  one  of  the  most  outstanding  things 
of  its  kind  done  so  far  in  Ganada.”’’’  But 
once  again,  it  was  at  the  sculptor’s  expense. 

Over  the  years,  Wyle’s  torsos  became 
increasingly  stylized  and  “artified”;  the  stumps 
of  limbs  were  “trued”  so  that  they  no  longet 
hinted  at  accidental  breakage.  Whereas  in 


Figure  42. 

b  an  Mestrovic.  Mother  at  Prayer,  1926.  Marble, 
H.  119.4  cm.  Art  Gallery  of  Ontario,  Toronto. 
Gift  of  Mrs.  Timothy  Eaton,  1928. 

Figure  43. 

Frances  Loring  and  Sea  Horse  Fountain,  c.  1938. 
Photo  by  Herb  Nott.  Photo:  gift  of  the  Estates  of 
Frances  Loring  and  Florence  Wyle,  1983. 
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Figure  44. 

Aristide  Maillol.  Torso  for  lie  de  France,  1921. 
Bronze,  H.  120.0  cm.  Art  Galler>’  ol  Ontario, 
Toronto.  Courtesy  ot  American  Friends  of  Can 
ada  Committee.  Cift  ot  Peter  D.  Meltzer,  in 
memory  ot  the  late  David  and  Elise  Meltzer, 
1983. 


Mother  of  the  Race,  the  arms  appear  to  have 
been  broken  off,  the  deliberate  elimination  of 
the  arms  of  the  Winnipeg  Art  Gallery’s  small 
wooden  Torso  (Cat.  No.  59)  is  obvious, 
given  that  the  artist  has  deliberately  smoothed 
the  terminating  points.  Draped  Torso  (c.  1939; 
Cat.  No.  70);  the  National  Gallery’s  draped 
wooden  Nude  (c.  1944,  Cat.  No.  73);  and 
a  later  work.  Sea  and  Shore  (c.  1950;  Cat. 

No.  80)  have  also  been  treated  in  this  manner. 
The  degree  of  stylization  was  greatest  when 
she  worked  in  wood  because  of  the  nature  of 
the  material  and  her  desire  to  exploit  the 
grain  to  the  fullest.  This  is  evident  to  some 
extent  in  Nude,  and  is  more  obvious  in  the 
later  Rivers  series  of  1949  (Cat.  Nos.  77  and 
78),  where  the  result  is  somewhat  mannered. 

Wood  became  a  popular  material  during 
the  thirties.  It  was  tar  less  expensive  than 
marble,  and  more  workable  on  a  smaller  scale; 
attractive,  saleable  items  could  be  made 
speculatively  in  wood  or  in  ceramic  fomi  with 
less  serious  financial  consequences  to  the 
artist  it  the  piece  did  not  sell  immediately.  In 
a  review  of  the  57th  Annual  Exhibition  of 
the  RCA  in  1936,  it  was  noted  that  there  was 
a  gradual  increase  in  the  use  ot  wood.’°  For 
their  diploma  pieces  for  the  Royal  Canadian 
Academy,  boring  used  butternut  wood  and 
Wyle  used  mahogany  (Cat.  Nos.  61  and  76). 
Around  1942,  boring  wrote  a  pamphlet  for 
servicemen  entitled  “How  to  get  started;  Wood 
carving  tor  pleasure.”  (It  was  published  by 
the  YMCA  War  Services  and  the  Canadian 
Legion  Educational  Services. ) 

Working  in  wood  encouraged  a  greater 
variety  of  textural  effects,  especially  when  the 
sculptor  allowed  the  chisel  marks  to  remain 
in  the  wood.  Wyle  used  this  technique  in 
a  piece  called  Head,  in  white  wood,  exhibited 
in  the  1935  Sculptors’  Society  show,  and 
illustrated  in  the  catalogue.  Her  interest  in 


texture  spilled  into  other  media,  and  may 
have  influenced  her  approach  to  modelling  in 
clay.  In  the  late  1930s,  she  began  applying 
a  stippled  finish  to  the  surface  of  her  figures; 
one  example  is  the  head  of  Charles  Gold- 
hamer  (Cat.  No.  62).  She  was  not  alone  in 
these  experiments:  Elizabeth  Wyn  Wood 
was  using  similar  textural  effects  around  that 
time,  for  example  in  Woman  with  Skein 
c.  1935,  (Estate  of  Elizabeth  Wyn  Wood  and 
Emanuel  Hahn).  Sensuous,  textured  surfaces 
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of  thick  impasto  emerge  in  many  contemporary 
paintings,  partly  influenced  by  German 
Expressionism. 

The  problems  particular  to  their  art  became 
increasingly  apparent  to  sculptors  during  the 
1920s,  through  their  involvement  with  the 
various  war-memorial  projects  and  the  gov¬ 
ernment.  The  constant  obstacles  they  en¬ 
countered,  and  the  failure  of  the  major 
exhibiting  societies  to  meet  their  special  needs, 
prompted  the  sculptors  to  consolidate  their 
energies  and  form  the  Sculptors’  Society  of 
Canada  in  1928.  Sculpture  was  enjoying  a 
higher  profile  in  Canada  than  ever  before; 
the  sculptors  must  have  felt  the  time  was  right 
to  attempt  to  better  their  situation. 

THE  Sculptors’  Society 
OF  Canada 

Dear  Sir/  We  wish,  hereby,  to  resign  from 
the  Ontario  Society  of  Artists.  This  move  is 
prompted  hy  no  ill  will.  .  .  .  Realizing, 
however,  that  our  cc)ntributions  and  our  needs 
are  different  from  those  of  the  majority, 
and  since  we  are  united  as  a  body,  we  feel 
that  our  withdrawal  is  in  the  best  interests 
both  of  the  Ontario  Society  of  Artists  and  of 
ourselves  as  Sculptors.  We  consider  that 
our  energies  should  be  devoted  more  specially 
to  the  furtherance  of  sculpture,  but  you 
may  count  upon  our  cooperation,  should  the 
need  arise  at  any  time.”” 

The  letter  was  dated  February  8,  1933  and 
signed  by  Emanuel  Hahn,  Florence  Wyle, 
Elizabeth  Wyn  Wood,  and  Frances  Loring.  In 
accepting  their  resignation,  the  society  ex¬ 
pressed  its  regret  that  “sufficient  justice  had  not 
been  possible  to  be  given  to  sculpture  on 
account  of  inadequate  facilities  for  its  exhibi¬ 
tion.”  The  sculptors  had  tried  to  effect  some 


changes  in  the  treatment  of  sculpture  within 
the  OSA;  k)r  example,  they  had  requested 
that  sufficient  space  be  reserved  in  the  galleries 
to  accommodate  sculpture,  that  no  pieces 
be  placed  in  corridors  and  the  passages  be¬ 
tween  rooms,  and  that,  if  no  sculptor  member 
had  been  elected  to  the  hanging  committee, 
one  should  be  brought  in  to  act  in  an  advisory' 
capacity  w'hen  the  sculpture  was  being  judged. 
They  also  recommended  that  the  sculpture 
he  judged  at  the  beginning  of  the  selection 
procedure. 

These  four  individuals,  with  Quebec 
sculptor  Henri  Hebert,  whom  Loring  and 
Hahn  had  visited  in  Montreal  to  interest  him 
in  the  idea,  had  formed  the  Sculptors’  Soci¬ 
ety  of  Canada  in  the  summer  of  1928.  The 
letters  patent  incorporating  the  SSC  were  sent 
to  Frances  Loring  on  September  16,  1932. 
The  reason  for  the  delay  had  to  do  with  a 
disagreement  between  the  Federal  Government 
and  the  Society  over  the  proposed  charter 
fee.  Lr)ring  claimed  it  was  too  high  for  so  small 
an  organization  to  carry,  unduly  burdening 
each  member.  The  fee  was  probably  reduced, 
since  Loring  wrote  to  Ottawa,  grateful  that 
the  Secretary  of  State  was  able  to  grant  them 
a  charter  “without  so  great  an  outlet  of 
money.”  (August  20,  1932,  SSC  Papers, 
Public  Archives  cT  Canada,  Ottawa).  There 
are  no  formal  records  of  the  society  before 
1933.  Loring  was  a  major  force  in  the  .society 
from  its  inception;  without  her,  it  may  still 
have  been  bom,  but  would  have  been  con¬ 
siderably  weaker.  She  served  as  secretary- 
treasurer  from  1928  to  1942  (because,  as  she 
said,  she  spoke  French  and  owned  a  type¬ 
writer);  she  was  vice  president  in  1942  and 
1950;  and  was  president  from  1944  to  1946 
and  again  in  1949.  In  1960  she  was  voted 
“special  lifetime  advisor  to  the  society.” 
Florence  Wyle  served  as  vice  president  in  1938 


and  as  president  in  1942,  but  she  was  much 
less  active  in  the  society’s  affairs  than  Loring. 

Loring  regarded  the  activities  of  the  society 
as  “largely  educational  and  of  great  benefit 
to  the  country.”’^  Its  object,  as  stated  in  its 
constitution,  was  three-fold:  to  promote 
closer  cooperation  amongst  the  sculptors  of 
Canada  and  the  encouragement,  imptovement, 
and  cultivation  of  the  art  of  sculpture;  to 
hold  exhibitions  and  lectures  in  the  principal 
cities  of  Canada  and  elsewhere;  and  to  act 
in  an  advisory  capacity  for  the  erection  of 
public  memorials.  These  objects  were  almost 
identical  to  those  of  the  National  Sculpture 
Society  in  the  United  States,  which  was  in¬ 
corporated  in  1896,  and  with  which  Frances 
Loring  must  have  been  familiar. 

The  SSC  went  a  long  way  towards  achieving 
its  objectives.  First,  it  united  sculptors,  mostly 
from  Ontario  and  Quebec,  in  its  ranks. 
Loring  and  Wyle  welcomed  the  first  Eskimo 
sculptor  to  membership  in  1960.  The  .society 
vetted  any  issues  that  would  affect  the  profes¬ 
sional  work  and  status  of  sculptors;  for 
example,  when  a  sculptor  was  not  included 
on  the  panel  of  judges  in  the  design  competi¬ 
tion  for  a  new  Canadian  hve-cent  coin  in 
1950.  As  well,  it  organized  a  large  number  of 
exhibitions.  The  first  was  held  at  the  Art 
Gallery  of  Toronto  from  October  6  to  No¬ 
vember  1,  1928  (Figure  45).  Like  at  the  first 
sculpture  show  in  1915,  the  Girls  dominated. 
The  same  exhibition  was  installed  in  slightly 
altered  fomi  at  the  National  Gallery  of  Can¬ 
ada  in  Ottawa  in  1929,  where  a  second  SSC 
exhibition  was  held  two  years  later.  In  June 
1935,  Frances  Loring,  secretary  of  the  SSC, 
wrote  to  Eric  Brown  proposing  that  the  Na- 
ticinal  Gallery  place  an  exhibition  of  the  SSC  in 
its  circuit  of  travelling  shows.”  A  travelling 
exhibition  was  subsequently  organized  and 
shown  in  Ottawa,  Montreal,  Winnipeg,  Ed- 
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Colour  Plate  No.  8  (Cat.  No.  83) 
Florence  Wyle,  Spring,  c.  1951.  Sumac, 

H.  35.9  cm.  Mr.  Jennings  Young,  Toronto. 
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monton,  Vancouver,  and  Calj^ary  in  1936 
and  1937.  Other  travelling  exhibitions  were 
proposed  during  the  1940s,  and  the  SSC 
sent  a  show  ot  photographs  to  Germany  in 
1948.  (It  was  a  more  practical  solution  to  send 
the  pictures  than  the  works  themselves.) 
The  society  also  collaborated  with  the  National 
Gallery  in  1939  to  send  an  exhibition  of 
work  to  the  New  York  World’s  Fair.  Florence 
Wyle  was  represented  by  live  pieces,  includ¬ 
ing  Study  of  a  Girl  (Cat.  No.  50),  the  Cellist 
(Cat.  No.  61),  and  Drcped  Torso  (Cat.  No.  70); 
Frances  Loring  sent  tour  pieces:  Eskimo  Mother 
(Cat.  No.  67,  PI.  No.  4),  Sir  Frederick  Bant' 
ing  (Cat.  No.  55),  Miner  (Cat.  No.  60),  and 
Girl  with  Fish  (Cat.  No.  53).  On  July  15, 
1939,  Saturday  Night  devoted  a  lull  page  to  a 
photo  story  entitled  “Canadian  Art  makes 
its  first  bow  in  the  US"  to  mark  the  occasion. 

The  Girls  also  submitted  entries  to  the 
Metropolitan  Lite  Insurance  Company’s 
sculpture  competition  in  1938,  as  did  Elizabeth 
Wyn  Wtrod,  Alfred  Laliherte,  and  Allan 
Cameron  (1905-1938).  The  piece  would  he 
exhibited  at  the  Fair.  Four  elongated  Crae- 
dan  figures  (Cat.  No.  63)  represent  one  ot 
Florence  Wyle’s  interpretations  ot  the  pre¬ 
scribed  theme;  a  group  symKdic  ot  “the  aver¬ 
age  American  family  consisting  of  not  less 
than  three  persons — mother,  father,  and 


child.’’  New  York  sculptor  Thomas  Lo  Medico 
was  the  winner,  selected  from  257  entries, 
tor  his  pneumatic-looking  group  ot  three  fig¬ 
ures.  Wyle’s  entry  was  in  step  with  the  styl¬ 
ized  figures  ot  other  entrants  such  as  William 
Zorach,  who  had  been  invited  to  compete. 

In  addition  to  heightening  the  profile  ot 
sculpture  in  this  country,  the  Sculptors’ 
Society  ot  Canada  worked  towards  improving 
the  professional  practice  ot  sculpture  in 
Canada.  In  1946,  Frances  Loring,  who  often 
spoke  tor  the  society,  proposed  writing  a 
pamphlet,  a  guide  to  how  to  buy  a  public 
monument.  Later,  around  1957,  she  worked 
on  a  booklet  to  he  published  by  the  society 
as  a  guideline  tor  fellow  sculptors  on  available 
supplies  and  services.  It  was  also  to  include 
samples  ot  contract  tonns,  and  an  approximate 
scale  ot  prices.  By  1952,  the  SSC  had  had 
revisions  made  to  the  customs  regulations  that 
broadened  the  definition  of  sculpture  so  that 
works  cast  in  materials  other  than  bronze 
could  he  brought  in  to  Canada  duty-free. 

Loring  thought  sculptors  should  he  involved 
in  the  decoration  ot  public  buildings — not 
surprising,  given  her  preference  tor  architec¬ 
tural  work.  Throughout  the  1920s,  sculptors 
collaborated  with  architects  and  landscape 
architects  on  many  war-memorial  projects; 
in  the  late  thirties,  they  again  wt)rked  to¬ 
gether.  Loring’s  letter  to  the  minister  of  public 
works  at  the  height  of  the  L9epression  in 
1935,  to  inquire  whether  there  was  any  pro¬ 
vision  tor  sculptural  work  in  the  gt)vern- 
ment’s  building  programme,  was  alim)st  a  plea: 
“We  need  scarcely  point  out  that  these  are 
difficult  times  for  sculptors,  particularly  in 
Canada,  and  we  venture  to  suggest  that  any 
work  ot  this  nature  which  could  he  commis¬ 
sioned  from  Canadian  Artist-Sculptors  would 
he  of  great  cultural  encouragement."''^  The 
minister  replied  that  the  building  project’s 


Fi(5ure  45. 

First  exhibition  ot  the  Sculptors’  Society  ot 
Canada,  1928,  Art  Gallery  ot  Toronto.  Fhott^g- 
rapher  unknown.  Photo:  gift  ot  the  Estates  ot 
Frances  Loring  and  Florence  Wyle,  1983. 
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contractor  would  decide,  but  the  sculptors 
recognized  that  contractors  would  usually 
take  the  least  expensive  route.  In  1960  the 
SSC  was  still  trying  to  ensure  that  two  per 
cent  of  building  hinds  go  tow'ards  sculptural 
decoration,  and  they  were  supported  in  this  by 
the  RCA  and  the  Royal  Architectural  Insti- 
tute  ot  Canada  (RAlc;). 

Sculpture  and  Architecture 

In  a  critical  essay  that  examined  sculpture 
in  Canada  from  1938  to  1948,  Elizabeth  Wyn 
Wood  notes  that  the  period  had  shown  “an 
almost  complete  reversal  ot  emphasis  and 
patronage”  from  previous  years;  in  1948,  the 
most  vigorous  Canadian  sculpture  was  to  be 
found  either  on  buildings  or  in  parks,  or  in 
private  homes.’'’  She  said  the  1930s  had 
been  dominated  by  “Salon  Sculpture.”  The 
bulk  of  the  work  produced  had  been  shown 
in  galleries,  which  subsequently  bought  some 
pieces,  but  which  had  since  “unconsciously 
rejected”  the  art  of  sculpture. 

boring  and  Wyle  certainly  fitted  into  the 
pattern;  the  type  of  work  they  produced 
depended  on  who  was  paying.  It  ranged  in 
size  from  large-scale  reliefs  for  architectural 
settings  to  small  domestic-scale  pieces. 
Throughout  the  thirties  and  forties,  both 
women  continued  to  exhibit  with  the  major 
societies  (except  the  OSA)  and  were  included 
in  a  four-woman  show  at  the  Art  Gallery 
of  Toronto  in  1942,  with  Jacobine  Jones 
(1898-1976)  and  Dora  Wechsler  ( 1897-1953). 
They  also  showed  work  in  an  exhibition 
entitled  “Sculpture  in  the  Home,”  selected 
by  the  SSC  and  held  at  Eaton’s  Eine  Art 
Galleries  in  mid-April,  1946.  It  was  a  mile¬ 
stone  exhibition,  for  it  demonstrated  the 
change  in  emphasis  from  the  previous  years. 
By  showing  smaller  works  in  a  commercial 


space  (this  was  the  second  time  the  SSC  had 
held  an  exhibition  at  Eaton’s),  they  hoped 
to  attract  a  broader  audience  for  sculpture. 
Wyle  exhibited  her  Cellist  (Gat.  No.  61) 
and  a  terra-cotta  version  of  the  small  Torso 
(Cat.  No.  59),  and  Loring  showed  Girl  with 
Fish  (Cat.  No.  53). 

Their  execution  of  sculpture  for  architec¬ 
tural  settings  began  early  in  the  1920s. 

Erances  Loring,  in  addition  to  her  collabora¬ 
tion  with  William  Somerville  in  the  war- 
memorials  competition,  and  with  John  Pearson 
in  the  Memorial  Chamber,  was  involved, 
with  Florence  Wyle,  in  the  decoration  of 
several  Toronto  churches.  In  1923,  both  exe¬ 
cuted  painted-plaster  reliefs  displaying  the 
symbols  of  the  Evangelists  for  the  spandrels 
of  the  Byzantine  dome  of  St.  Anne’s  Church. 
The  decorative  programme  of  the  church 
was  supervised  by  J.E.H.  MacDonald,  of  the 
Group  of  Seven;  Fred  Varley  and  Frank 
Carmichael  w'ere  also  involved.  The  Muckamu 
UTui  ChiLl  relief  (Cat.  No.  25)  was  probably 
made  around  the  same  time  as  the  reliefs  for 
St.  Anne’s.  In  1922,  Loring  had  modelled 
a  life-size  figure  of  Christ,  crowned  and  dressed 
in  a  girdled  alb  to  symbolize  kingship,  for 
St.  Mary  Magdalene’s  Church  on  Ulster  Street 
in  Toronto.  It  was  part  of  a  rood,  designed 
by  William  Rae,  who  was  also  the  designer  of 
an  altar  for  Bishop  Bethune  College,  in 
Oshawa.  Florence  Wyle  designed  the  four 
plaster  angel  candlestick  holders  decorating  the 
Rae  altar,  which  was  included  in  the  first 
exhibition  of  Architecture  and  the  Allied  Arts. 
This  highly  successful  exhibition  was  held 
at  the  Art  Gallery  of  Toronto  from  February 
11  to  27,  1927,  under  the  auspices  of  the 
Ontario  Association  of  Architects.  The  prin¬ 
cipal  organizers  were  a  group  of  architects 
known  as  the  “Diet  Kitchen  School,”  and 
included  W.L.  Somerville  and  John  M.  Lyle. 


The  Girls  exhibited  with  The  Allied  Arts 
on  more  than  one  occasion;  the  shows  be¬ 
came  biannual  events  from  1927  until  1939. 
Over  the  years,  Loring  showed  her  models 
for  the  War  Memorial  Competition  (1927),  a 
photograph  of  the  Osgoode  Hall  War  Memo¬ 
rial  (1929),  and  the  model  for  the  Galt 
War  Memorial  (1931);  Florence  Wyle  showed 
her  stylized  Art  Deco  relief.  The  Cellist 
(Cat.  No.  61)  in  1933,  a  shield  for  the 
Canadian  Bank  of  Commerce,  and  the  Deer 
Panel,  made  for  Baron  Byng  High  Schcx^l” 
(Cat.  No.  46)  in  the  1931  exhibition.  On  one 
occasion,  she  exhibited  the  model  of  the 
drum  for  the  Gage  Memorial  Fountain  in 
Hamilton,  designed  by  John  Eyle.  The  drum, 
which  is  decorated  with  the  figures  of  danc¬ 
ing  children  in  relief,  is  a  typical  Beaux-Arts 
treatment  of  objects  such  as  decorative  urns, 
and  a  theme  to  which  Florence  Wyle  was 
unquestionably  well-suited.  The  theme  was 
suggested  by  Jane  Gage,  who  was  erecting  the 
fountain  in  memory  of  her  parents. 

Frances  Loring  undertook  several  fountain 
designs,  notably  Girl  with  Squirrel  (c.  1922) 
for  the  grounds  of  Parkwood,  Colonel  Sam 
McLaughlin’s  home  in  Oshawa;  Mermaid 
Fountain  (c.  1923)  (of  which  Cat.  No.  26 
is  a  cast  of  the  head);  Girl  with  Fish 
(Cat.  No.  53);  and  Sea  Horse  Fountain 
(c.  1938;  Figure  43).  She  also  wrote  an  article 
for  the  magazine  Catutdian  Art  on  the  subject 
of  garden  sculpture.’®  But  fountains  were  an 
area  in  which  Florence  Wyle  excelled.  It 
will  be  recalled  that  her  first  major  works 
executed  at  the  Art  Institute  of  Chicago 
were  for  fountains,  and  that  one  of  her  first 
commissions  was  for  a  drinking  fountain 
(Cat.  No.  1 ) — a  sculpture  in  high  relief,  which 
was  nonetheless  entirely  functional.  In  1920, 
she  designed  a  “fountain  baby,”  as  well  as 
the  portrait  reliefs  for  the  W.D.  Young 
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Memorial  Fountain  (Figure  46,  PI.  No.  1)  in 
Kew  Beach  Gardens,  Toronto.  Sir  John 
Eaton  sat  on  the  advisory  committee  for  this 
memorial;  it  was  tor  the  Eaton  estate  in 
King  City  that  Wyle  later  modelled  two 
fountain  hgures.  Dancing  Bahy  (c.  1928; 
Eigure  3),  and  Child  with  Flute  (c.  1929),  both 
of  which  were  cast  in  bronze.*'' 

The  “cult  of  the  fountain”  was  noted  in  a 
lengthy  article,  “Nymphs  and  Eauns  as  Magic 
Fountains  in  Canadian  Gardens,”  written 
hy  Katherine  Hale  and  published  in  the  Star 
Weekly  magazine  on  August  11,  1923.  When 
building  resumed  after  the  war,  and  with  the 
country’s  increased  prosperity,  home  owners 
turned  their  attention  to  beautifying  their 
properties.  High-spirited  hgures  such  as  chil¬ 
dren,  fauns,  and  nymphs  were  considered 
to  he  appropriate  subjects  for  fountains,  and 
these  could  be  complemented  by  water  crea¬ 


tures,  such  as  frogs  (Cat.  No.  47)  or  turtles 
(Cat.  No.  84).“*'*  Wyle  happily  incorporated 
child  ren  into  her  lountain  projects,  for  exam¬ 
ple  Bahy  Fountain  (c.  1928;  Cat.  No.  42) 
and  Bahy  with  Dolphin  (c.  1923;  Cat.  No.  29). 
The  motif  of  a  child  riding  a  dolphin  had 
a  long  tradition  in  fountains;  Wyle’s  former 
teacher,  Lorado  Taft,  had  incorporated  just 
such  a  motif  in  his  Fountiiin  of  the  Great  Dikes 
(c.  1903);  it  is  a  tradition  that  stretches  back 
to  Renaissance  times. 

Sculptors  found  valuable  colleagues  in 
landscape  architects  like  the  Dunington- 
Grubbs.  Tw'o  years  after  lecturing  on  the 
subject  of  garden  sculpture  at  the  Women’s  Art 
Association,  Frances  boring  and  Lorrie  Al- 
freda  Dunington-Grubb,  also  a  member  of 
the  association,  organized  a  three-day  sculpture 
exhibition  on  the  grounds  of  the  WAA  as 
the  annual  summer  entertainment.  Lorrie- 
Alfreda  Dunington-Grubb  was  one  of  the 
Canadian  sculptors’  most  fervent  suppotters. 
She  and  her  husband,  Howard,  employed 
them  in  their  business.  As  well,  Dunington- 
Grubb  had  written  an  article  called  “Sculp¬ 
ture  as  Garden  Decoration”  (Canadian  Idomes 
and  Gardens,  March,  1927).  She  wrote:  “It 
is  difhcult  to  obtain  good  garden  ornaments  in 
this  country  and  all  encouragement  possible 
should  be  given  to  those  of  our  Canadian 
artists  w’ho  are  trying  to  popularize  this  form 
of  art.”  Wyle  probably  received  the  commis¬ 
sion  for  the  Bain  Fountain  (Cat.  No.  72; 
Eigure  47)  for  H.R.  Bain  through  the  Dun- 
ington-Crubbs,  who  were  responsible  for 
landscaping  the  Bain  home  in  north  Toronto. 

As  for  collaborating  with  architects,  it 
has  already  been  mentioned  that  Elorence 
Wyle  designed  the  drum  for  a  fountain  by 
John  Lyle.  One  important  contribution  Lyle 
made  to  sculpture  was  his  crusade  for  what 
he  called  “A  Canadian  Architecture.”  (In 


Figure  46. 

Maurice  Klein  and  Florence  Wyle.  W.  D.  Young 
Memorial  Fountain,  1920,  Kew  Gardens,  To¬ 
ronto.  Relief  portraits  and  original  bronze  figure 
by  Florence  Wyle.  The  original  figure  was 
stolen  soon  after  its  installation.  Photo;  gift  of 
the  Estates  of  Frances  Luring  and  Florence 
Wyle,  1983.  See  PI.  No.  1. 
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Fic-l’re  47. 

Florence  Wyle.  Bam  Fountain.  Photo  by  Herb 
Norr.  Photo:  gift  ot  the  Estates  ot  Frances 
Loring  and  Florence  Wyle,  1983. 

Figure  48. 

View  through  the  Harry  Oakes  Pavillion,  Niagara 
Falls,  Ontario,  featuring  Orioles  and  Blue  Jay, 
reliefs  by  Florence  Wyle,  c.  1938.  Photo  by  James 
Chambers. 


1931,  his  article  entitled  “Canadian  Ornament 
goes  Native”  was  published  in  the  Amencan 
Architect.^')  As  it  turned  out,  the  crusade 
primarily  involved  the  application  of  Canadian 
motifs  to  the  buildings  he  designed.  With 
its  profile  heightened,  architectural  sculpture, 
and  particularly  sculpture  on  Canadian 
themes,  saw  increased  application  in  the  1930s 
and  1940s.  A  1938  editorial  in  the  Jourtuil 
of  the  Royal  Architectural  Institute  of  Canada 
states  that,  despite  themselves,  “for  the  first 
time  in  Canada  architects’  conversation  is 
likely  to  turn  to  the  subject  of  sculpture  on 
building. 

One  major  project  in  which  Loring  and 
Wyle  were  engaged  was  in  Niagara  Falls, 
Ontario.  The  architect  responsible  was  W.L. 
Somerville,  who  had  worked  with  Frances 
Loring  on  the  Galt  War  Memorial,  and  for 
whose  new  addition  to  St.  Michael’s  Hospital 
in  Toronto  she  had  modelled  the  figure  of 
St.  Michael.  (It  still  occupies  its  niche  over 
the  Bond  Street  entrance  to  the  hospital.) 
Loring  and  Wyle  were  first  commissioned  to 


model  a  series  of  reliefs  of  native  birds  for 
the  Harry  Oakes  Pavillion  (Figure  48)  in  the 
Oakes  Garden  Theatre  at  Niagara  Falls  in 
1938.  Wyle  did  four — Seagulls,  Bluejays,  Wrens, 
and  Orioles  (Cat.  No.  66) — and  Loring 
three — Pigeons  (Cat.  No.  65),  Caruuia  Goose, 
and  Owl.  Soon  after,  they  undertook  a  series 
of  reliefs  for  the  Canadian  approach  plaza 
to  the  Rainbow  Bridge,  which  included  a 
garden,  a  service  station,  and  a  bus  stop. 
North  Country  (Cat.  No.  71),  Ramhow  and 
Farm  by  Florence  Wyle  decorate  one  of  the 
garden  walls,  while  a  number  of  reliefs  of 
wild  flowers  were  placed  over  the  shops  of  the 
arcade.  The  relief  Johnny  Canuck  artd  Uncle 
Sam  was  also  done  by  Wyle.  Loring  executed 
several  larger-scale  reliefs — The  Invention  of 
the  Wheel  and  Deer  Panel — as  well  as  smaller 
panels  on  an  industrial  theme. 

Loring  and  Wyle  collaborated  on  the 
Canadian  coat  of  amis  for  the  Customs  House. 
The  Rainbow  Bridge  project  provided  the 
Girls  with  income  in  financially  troubled  times, 
hut  Frances  Loring  commented  that  their 
work  was  being  “.  .  .  sneaked  in  sort  of  as 
construction  work”  because  “they  [the  gov¬ 
ernment]  are  so  scared  that  the  opposition 
should  realize  that  art  is  being  indulged  in 
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Figure  49. 

Frances  Loring.  Relief  panel  Ontario  tnr  rhe 
Bank  of  Montreal,  after  1948.  Stone.  Photo  hy 
Gilbert  Milne.  Photo:  gift  of  the  Estates  of 
Frances  Loring  and  Florence  Wyle,  1983. 

Figure  50. 

Florence  Wyle.  Relief  panel  New  Bnmswick 
for  the  Bank  of  Montteal,  after  1948. 

Stone.  Photo  hy  Gilbert  Milne.  Photo:  gift  of 
the  Estates  tif  Erances  Loring  and  Florence  Wyle, 
1983. 


during  war  times."'*’  As  we  have  seen,  she 
was  completely  averse  to  this  attitude.  Pearl 
McCarthy,  art  writer  for  the  Globe  and  Mail, 
praised  the  Rainbow  Bridge  project  highly, 
and  perhaps  to  help  ward  off  any  criticism,  she 
wrote:  “In  this  case  of  the  Rainbow  Bridge, 
the  very  best  that  could  he  desired  has  been 
procured  at  minimum  cost,  with  the  result 
that  the  people  of  Canada  actually  own  what 
costs  each  citizen  a  smaller  fraction  of  a 
cent  ....  We  own  inspiring  art  for  ourselves 
and  coming  Canadians.  That  is  good  busi¬ 
ness,  good  art,  and  good  pride  for  Canada.”'** 
The  sculpted  reliefs  do  not  have  a  great 
impact  today,  however,  since  they  are  scat¬ 
tered  and  have  been  obscured  by  stnictural 
additions  or  vines. 

The  1946  commission  for  twelve  reveal 


panels  for  the  new  Bank  of  Montreal  Building 
at  the  corner  of  King  and  Bay  streets  in 
Toronto  also  specified  Canadian  content.  F.H. 
Marani,  of  the  architectural  finn  Marani  and 
Morris,  in  consultation  with  W.S.  Allward, 
decided,  with  the  six  sculptors  sharing  the 
work  (Loring,  Wyle,  Hahn,  Wyn  Wood,  Ja- 
cobine  Jones,  and  Donald  Stewart),  that  the 
“Spirit  of  the  Provinces,”  with  the  main  pur¬ 
suits  of  the  people,  be  represented.  The 
gender  of  the  figures  on  either  side  of  each 
door  was  also  specified;  for  instance,  flanking 
the  central  door  of  the  King  Street  facade 
was  the  male  figure  of  Ontario,  with  his  at¬ 
tributes  symbolic  of  industry,  science,  and 
the  arts;  opposite  him,  also  by  Frances  Ltiring, 
was  the  female  personification  of  Quebec, 
w'hose  spool  and  lyre  represent  the  province’s 
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Figure  51. 

Elizaherh  Wyn  Wood.  Reef  UTui  Rainbow, 
1927-1930.  Cast  tin  on  black  marble  base, 

24.8  X  95.9  X  25.2  cm.  Art  Gallery  of  Ontario, 
Toronto.  Gilt  from  the  Albert  H.  Robson 
Memorial  Subscription  Fund,  1950. 


textile  industry  and  folk-music  tradition.  The 
sculptors  selected  their  own  subjects  (Figures 
49  and  50).  Florence  Wyle  chose  New 
Brunswick  and  Prince  Edward  Island,  both  of 
which  were  to  he  female.  Wyle  commented 
at  the  time  that  it  was  “too  bad  to  have  to 
please  a  committee  but  we  get  paid  for  it.”'*'’ 
The  female  allegory  Dawn  (Cat.  No.  75) 
was  one  of  Loring’s  reliefs  for  the  interior  of 
the  bank,  and  was  apparently  accompanied 
by  a  male  panel,  Dus/c.’^^ 

The  exterior  sculpture  was  criticized,  at 
the  time,  for  its  incongruity  with  the  modern 
building  of  which  it  was  a  part.  The  prob¬ 
lem:  the  apparent  weight  of  the  relief  fastened 
to  the  wall  denied  its  character  as  a  “screen," 
which  is  how  the  wall  is  presented  in  modern 
architectural  practice. While  the  figures 
have  been  adapted  to  their  situation  as  part 
of  the  “ironed-out”  wall,  they  are  still  sub¬ 
stantial  figures,  which  seem  to  stand  before 
the  wall  rather  than  he  a  part  of  it.  Also, 
they  were  awkward  to  view,  placed  high  above 
the  heads  of  passers-hy.  On  the  positive  side, 
when  the  hank  finally  opened  its  doors  in 
1949,  Pearl  McCarthy,  ever  supportive  of 
Canadian  art,  commented  that  Canadian  art 
history  had  been  made  with  this  building, 
which  had  been  designed  by  Canadian  archi¬ 
tects  and  decorated  by  Canadian  sculptors 
using  Canadian  themes. 


Canadian  Sculpture 

Canadian  sculptors  were  slower  than  their 
painter  colleagues  to  express  a  national  spirit 
in  their  art.  Elizabeth  Wyn  Wood,  twenty 
years  younger  than  the  Girls,  was  the  first  to 
attempt  in  sculpted  form  what  the  Group 
of  Seven  had  achieved  in  painting;  that  is, 
to  interpret  the  Ganadian  landscape  in  a 
modern  idiom.  This  was  much  more  difficult 
tea  do  in  three  dimensional  form  than  on  a 
flat  canvas,  where  colour  and  illusion  aid  the 
artist;  but  Wyn  Wood  successfully  combined 
relief  work  with  sculpture  in  the  round  to 
achieve  the  desired  effect,  as  in  Passing  Rain, 
first  shown  at  the  1928  SSC  exhibition  at 
the  Art  Gallery  of  Toronto  (now  at  the 
National  Gallery  of  Ganada  in  Ottawa),  and 
in  Reef  arid  Rainbow  (1927-1930;  Eigure  51). 
Her  innovative  work  was  a  breath  of  fresh 
air. 

The  strong  Ganadian  element  present  in 
the  work  of  Loring  and  Wyle  was  typically 
expressed  through  the  human  figure  rather 
than  the  landscape.  On  the  occasion  of 
a  retrospective  of  their  work  at  the  London 
Public  Library  and  Art  Museum  in  1962,  one 
writer  perceptively  noted  that  the  exhibition 
was  “a  review  of  50  years  of  a  nation  that 
went  to  war  twice,  that  has  miners,  Indians, 
Eskimoes  [sic],  refugees  from  other  countries, 
and  a  nation  in  which  men  and  women  have 
fought  for  science  and  for  an  art  of  their 
own.”'*''  More  than  just  a  neat  summary  of  the 
contents  of  the  show,  these  words  describe 
the  significance  of  the  work.  Both  women  felt 
that  good  sculpture  must  be  honest,  and 
that  “the  best  art  is  an  expression  of  the  life 
around  you;  you  must  do  the  things  you 
know.”'" 

Subjects  derived  from  native-Ganadian 
arts  first  entered  Elorence  Wyle’s  work  in  1927, 
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when  she  was  asked  hy  anthropologist  Marius 
Barheau  to  travel  to  Hazelton,  Kispiox, 
Kitwanga,  Hagwilgel,  and  nearby  places  in 
British  Columbia  to  record  in  sculpted  form 
the  totem  poles  that  were  in  rapidly  deterio¬ 
rating  condition.  She  asked  her  painter  triend 
Anne  Savage  (Cat.  No.  41)  to  join  her.  The 
work  would  he  shown  in  an  exhibition  ot 
West  Coast  art  at  the  National  Callery  ot 
Canada  in  November  and  December,  1927, 
and  would  be  composed  ot  “the  most  artisti¬ 
cally  interesting  examples  of  this  Indian  cratt 
work  procurable  and  to  include  with  it  as 
much  as  is  possible  of  the  best  work  done  hy 
our  modem  Canadian  artists  in  the  same 
region.”^'  Wyle  showed  six  plaster  totem  pt)les 
and  three  in  iron,  which  were,  perhaps,  the 
hook-ends  or  paperweights  (Cat.  Nos.  36  to 
38)  inspited  hy  the  totem  imagery.  Book- 
ends,  paperweights,  and  lamp  stands,  ot  which 
Cat.  No.  35  may  have  been  the  wooden 


prototype,  were  made  in  large  number,  un¬ 
doubtedly  with  an  eye  to  commercial  distri¬ 
bution,  like  the  candlesticks  Wyle  had  made 
in  1912  (Cat.  No.  6).  In  tact,  candlesticks, 
totems,  and  small  iron  owls  were  available  tor 
purchase  at  the  Grange  cratt  shop  in  Decem- 
het,  1929.” 

A  stylized  interpretation  ot  the  t)wl  deco¬ 
rates  the  frame  of  the  superbly  modelled 
Indian  Mother  and  Child  (Cat.  No.  39).  Its 
incorporation  into  the  surrounding  border 
alludes  to  the  carved  decoration  of  native 
dwellings;  along  with  the  slightly  protruding 
“sill”,  it  turns  the  frame  into  a  window 
through  which  the  gtoup  is  viewed.  By  making 
the  frame  into  an  architectural  element, 
Wyle  has  created  an  environment  tor  her 
subjects.  The  relief  is  given  greater  meaning 
because  the  viewer  is  situated  within  that 
same  environment. 

Around  1938,  Frances  Loring  did  her 
interpretation  ot  a  native  mothet  and  her 
child,  the  monumental  Eskimo  Mother  and 
Chiki  (Cat.  No.  67),  of  which  she  was  par¬ 
ticularly  fond.  Like  Wyle,  Loring  chose  a 
typical  scene  ot  mother  and  child.  She  was 
inspired  hy  a  photograph  (Figure  52)  taken 
hy  the  topographer,  J.R.  Cox  in  1916.  It  had 
appeared  in  a  number  of  publications  where 
Loring  possibly  saw  it,  including  the  Ameri¬ 
can  publication  Art  and  Archaeology  (Vol.  20, 
No.  2,  1925),  Diamond  Jenness’s  The  Peofile 
of  the  Twilight  (New  Yotk;  MacMillan,  1928), 
or  the  Rev.  C.E.  Whittaker’s  Arctic  Eskimo: 

A  Record  of  Fifty  Years  Experience  and  Obser¬ 
vation  among  the  Eskimo  (London:  Seeley, 
Service  and  Co.,  1937).^’  Loring  may  also 
have  had  access  to  it  through  Dr.  Jenness 
himself,  an  ethnologist  at  the  National 
Museum  ot  Man  (now  the  Canadian 
Museum  of  Civilization)  in  Ottawa.  The  use 
of  aboriginal  people  as  subject  matter  was 


Figure  52. 

“Manigurin  and  her  baby  Itayuk,  in  coat  hood,” 
May  1916.  Photo  by  J.R.  Cox.  Reproduced  in 
Art  ami  Archaeology,  Vol.  20,  No.  2  (  1925), 
p.  78.  Photo  (copy);  Royal  Ontario  Museum, 
Toronto. 

Figure  53. 

Frances  Loring  with  Sir  FrecLrick  Bantmg,  c.  1950. 
Original  photo  by  Everett  RoseK)rough.  Photo: 
gift  ot  the  Estates  ot  Frances  Loring  and  Florence 
Wyle,  1983.  See  PI.  No.  3. 


51 


nor  new  to  Canadian  sculpture;  Canadian 
Art  Club  member  A.  Pbimster  Proctor  bad 
nn)delled  Indian  heads  and  the  figures  of  war- 
riors  in  the  first  decade  of  the  twentieth 
century,  and  other  examples  include  Allred 
Laliberte’s  Jewies  hvliem  C/uissunt  (c.  1906, 
National  Gallery  of  Canada),  Emanuel  Hahn’s 
Chief  Thundercloud  (1917,  National  Gallery 
of  Canada),  Louis-Philippe  Hebert’s  Pecheur  a 
Li  Nigogue  which  stands  before  the  Quebec 
Legislature,  and  Suzor-Cote’s  Caugfmuu’ugti 
Women  (1925,  Art  Gallery  of  Ontario  and 
other  collections).  In  the  United  States,  the 
sculptor  Malvina  Hoffman  began  her  com¬ 
mission  for  104  sculptures  representing  “the 
living  races  of  man”  for  the  Field  Museum 
of  Natural  History’  in  Chicago  in  1931.“’'’  Both 
Frances  boring  and  Florence  Wyle  worked 
on  “record  figures”  for  the  National  Museum 
of  Man  in  the  late  1930s,  and  a  number  of 
“Indian”  and  “Eskimo”  heads  (some  painted 
rather  unrealistically)  survive  from  this 
period. 

Loring  pointed  out  later  that  “Dr.  Jenness 
of  the  National  Museum  in  Ottawa  Iwho 
presumably  commissioned  the  work]  would 
not  permit  me  to  work  from  models  or 
photographs  when  I  did  some  Indian  figures 
for  him.  The  Indians  of  today  have  no  longer 
pure  tribal  characteristics,  he  said.””  It  was 
no  doubt  done  speculatively,  with  no  imme¬ 
diate  purpose  other  than  the  sculptor’s  satis¬ 
faction.  Eskimo  Mother  was  carved  in  stone 
in  1958  and  bought  by  the  National  Gallery 
of  Canada  in  1960.  It  was  one  of  her  favour¬ 
ite  works.  Another  favourite  was  the  colossal 
Goal  Keeper,  which  she  had  done  several 
years  earlier,  and  which  was  representative 
of  the  quintessential  Canadian  sport 
(Cat.  No.  56).  Although  there  was  talk  of 
casting  Goal  Keeper  in  the  1960s,  when  the 
National  Hockey  Hall  of  Fame  was  built,” 


and  of  having  a  version  carved  as  early  as 
1945,  the  hulking  seven-foot  figure,  fragile  in 
spite  of  its  size,  has  never  been  put  into 
permanent  form. 

In  1942,  the  International  Business 
Machines  Company  wished  to  purchase  ten 
pieces  of  Canadian  sculpture  for  its  collec¬ 
tion,  “Art  of  the  Western  Hemisphere,”  which 
was  to  travel  extensively  in  the  United  States 
and  South  America.  Many  of  the  Canadian 
sculptors  involved  chose  natives  as  symbols  of 
their  counti^.  Frances  Loring  carved  a  wooden 
head,  which  she  called  Eskimo  Woman. 

Canadian  fauna  was  also  represented  in  the 
work  of  the  Girls.  It  was  a  natural  subject 
for  Florence  Wyle,  who  was  a  fervent  animal 
and  nature  lover,  as  her  poetry  indicates. 

In  addition  to  her  work  for  the  Canadian 
approach  plaza  to  the  Rainbow  Bridge,  and  her 
Deer  Panel  for  Baron  Byng  High  School,  she 
represented  in  sculpted  form  a  number  of 
smaller  creatures,  such  as  cats  (Cat.  No.  79), 
dogs,  and  ducks.  The  elegant  form  of  Blue 
Heron  (Cat.  Nos.  51a  and  51b)  was  cast  twice 
in  stone,  and  once  in  brcmze  for  tise  as  foun¬ 
tain  sculpture.  During  the  1930s  other  sculp¬ 
tors,  including  Thoreau  MacDonald,  Emanuel 
Hahn,  Sydenham  P.  Harvey,  and  Jacobine 
Jones,  also  turned  to  animals  in  their  search 
for  typically  Canadian  subject  matter. 

Finally,  in  addition  to  the  native  groups 
they  modelled  for  the  National  Museum  in  the 
1930s,  Loring  and  Wyle  portrayed  Canada 
through  the  many  types  of  people  who  live  in 
this  country.  The  Miner  (Cat.  No.  60)  was 
done  in  response  to  news  of  a  mining  disaster 
at  Moose  River  that  occurred  in  1936  in 
which  three  men  were  trapped  for  three  days. 
Frances  Loring  had  always  been  interested 
in  mining  (her  father,  it  should  be  remem¬ 
bered,  was  a  mining  engineer),  boring’s 
portrait  of  Sir  Erederick  Banting  (Cat.  No.  55) 


is  one  of  her  strongest  portraits.  She  believed 
it  to  be  one  of  the  best  things  she  had  ever 
done  and  said  that  “Dr.  Banting  himself  was 
very  pleased  with  it  and  said  he  would  not 
pose  for  anyone  else.””  It  became  in  a  way, 
the  official  portrait  of  Banting  and  was 
reproduced  many  times.  Loring  endeavoured 
to  express  the  strength  of  Banting’s  personal¬ 
ity  by  emphasizing  his  strong  features;  in  the 
“double  portrait”  (Figure  53)  of  Frances 
Loring  and  the  Banting  bust,  the  strong  phy¬ 
siognomy  of  the  sculptor  is  a  match  for  that 
of  Banting.  Loring  described  enough  of  the 
physical  details  of  her  sitter  to  make  the  head 
recognizable  as  a  portrait,  then  selectively 
emphasized  certain  forms  to  interpret  the  spirit 
within.  She  recounted  in  an  interview  with 
Elspeth  Chisholm  of  the  Canadian  Broad¬ 
casting  Corporation  how  she  would  do  “two 
heads,  one  from  the  sitter  and  one  from  her 
head.”  It  is  those  elements  drawn  “from  her 
head”  that  create  the  resemblance  among 
the  heads,  whether  portraits  or  otherwise. 
Many  share  a  square  jaw,  long  chin,  and 
full  lips — unmistakable  Loring  trade  marks. 

Soon  after  Banting  was  killed  in  a  plane 
crash  in  Fehruary  1941,  Loring  wrote  to  the 
National  Gallery  to  suggest  that  more  copies 
he  made  of  the  Banting  portrait.  The  direc¬ 
tor,  H.O.  McCurry,  replied  that  they  had  no 
money  for  purchases,  these  funds  having 
been  cut  off  during  wartime.  In  1948,  Loring 
broached  the  subject  with  Martin  Baldwin, 
director  of  the  Art  Gallery  of  Toronto,  and 
found  him  receptive  to  the  idea  of  acquiring 
a  copy  of  the  head;  he  also  thought  he  could 
help  her  make  further  sales”.  She  limited 
the  total  number  of  bronze  casts  to  five.  By 
April  1949,  the  Art  Gallery  of  Toronto,  the 
National  Gallery  of  Canada,  and  the  Univer¬ 
sity  of  Toronto  were  in  a  position  to  purchase 
one  bronze  each,  for  two  thousand  dollars. 
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which  they  did;  hve  were  hnally  cast  that  year 
hy  the  Gorham  Company,  in  Providence, 
Rhode  Island,  and  one  later  in  1966.'"-" 

The  p’reat  demand  tor  sculpture  that  bef:j;an 
after  the  First  World  War  and  lasted  throuj^’h 
the  1920s  fell  oft  rapidly  in  the  Depression  and 
during  the  Second  World  War.  The  careers 
ot  Frances  Loring  and  Florence  Wyle  retlect,  in 
general,  the  vicissitudes  ot  the  Canadian 


sculptor’s  lite  trom  1920  to  1948.  Those  who 
lacked  resourcetulness  and  adaptability  did 
not  survive  as  sculptors.  In  the  1950s,  gravel 
was  di.scttvered  on  their  Rouge  River  property 
and  they  .sttld  the  land.  With  the  proceeds  the 
Girls  were  able  at  last  to  make  major  renova- 
titins  to  the  Studio  in  1952,  and  to  li\’e  nK)re 
comtortably.  Loring  wrt)te;  “This  is  an  aus- 
tere  and  torhidding  country  tor  a  sculptor. 


There  are  no  patrons  to  make  the  rt)ad  easy 
and  very  tew  ot  the  buying  public  are  able 
to  recognize  real  merit  trom  charlatanism.”'’' 
While  the  Girls  gradually  lost  their  place 
in  the  toretront  ot  Canadian  sculpture  in  the 
years  tollowing  the  Sectmd  Wtirld  War,  they 
continued  to  undertake  major  projects  up 
until  the  end  ot  the  1950s. 
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Endnotes 

1.  The  studio  was  not  adequately  heated  uiitil 
further  additions  and  renovations  were 
made  in  1952;  the  fireplace  and  a  Quebec 
heater  bought  ftom  a  station  agent  were 
not  enough  to  heat  the  high,  vaulted  rr)om. 
The  dining  room,  bathroom,  and  kitchen 
were  located  in  the  basement;  Wyle’s  bed¬ 
room  was  in  the  former  vestry;  and  Loring 
apparently  had  a  lean-to  affair  in  the  former 
nave.  They  were  known  as  “the  cheerful 
children  of  the  chilly  church.”  The  nov¬ 
elty  of  the  “home-studio”  attracted  the 
press;  articles  ran  in  the  Mail  ami  Empire 
(November  20,  1920)  and  the  Stur  (No- 
vembet  27,  1920).  The  studio  was  desig¬ 
nated  as  a  historic  site  in  1976  by  the 
Ontario  Historical  Society.  In  1984,  the 
city  of  Toronto,  at  the  request  of  the  Moore 
Park  Residents’  Association,  honoured 

the  Girls  by  having  four  pieces  of  their  work 
cast  and  installed  in  the  parkette  at  the 
north-east  comer  of  St.  Clair  Avenue  and 
Mount  Pleasant  Road,  which  was  newly 
named  the  Loring-Wyle  parkette. 

2.  Goldman  acknowledged  the  help  of  Frances 
Loring  and  Florence  Wyle  in  her  auto¬ 
biography,  Lk’ing  my  Life  (New  York:  Dover 
Publications,  1970,  pp.  990,  992),  al¬ 
though  she  transposes  their  names.  These 
lectures  were  a  great  success,  as  one  head¬ 
line  indicates:  “Brilliant  Disquisition  on 
Ibsen  by  Emma  Goldman,”  Toronto  Daily 
Stur,  Novembet  30,  1926. 

3.  Eric  Brown  to  M.K.  Turner,  Office  of  the 
City  Clerk,  Fort  William,  Chatario,  Febru¬ 
ary  8,  1922.  National  Gallery  of  Canada 
Archives  File  05. 1 . 

4.  Minutes  of  the  Annual  Meeting  of  the 
OSA,  March  9,  1920.  OSA  Minutes  Book, 
January  1916  to  March  1931,  Archives 


of  Ontario.  They  had  been  nominated  in 
February  by  C.W.  Jefferys. 

5.  Loring’s  first  recorded  lecture  was  in  1921, 
for  the  Three  Arts  Club,  held  at  the 
Women’s  LInion  at  the  University  of  To¬ 
ronto.  She  was  a  frequent  lecturer  at  the 
WAA  on  subjects  such  as  war  memorials 
(1922),  garden  sculpture  (1924),  modern 
sculpture  (1927),  and  “sculptural  develop¬ 
ment”  (1934).  Both  Loring  and  Wyle  gave 
talks  at  the  Art  Gallery  of  Toronto, 
Loring  in  1932  as  one  of  six  speakers  ad¬ 
dressing  the  theme  of  “The  artists’  contri¬ 
bution  to  life”  and  Wyle  in  1933  on  great 
artists  in  different  countries.  In  1939  the 
CBC  scheduled  a  series  of  talks  on  great 
sculptors  by  Loring,  which  included  “Mi¬ 
chelangelo  and  the  Greeks”;  “Rodin  and 
his  Time”;  “Bourdelle  and  Mestrovic”; 
“Epstein  and  some  moderns”;  “Sculpture 
in  the  LJnited  States”;  and  “Canadian 
sculpture.  ” 

6.  Louis  V.  Hunter,  “New  Woman  Acade¬ 
mician  Has  Her  Studio  in  an  Abandoned 
Church,”  Ottmcri  Evening  Citizen,  Novem¬ 
ber  24,  1938. 

7.  Robert  Shipley,  in  an  unpublished  study 
on  Canadian  war  memorials  entitled 
“To  Mark  our  Place,”  states  that  sixty-six 
per  cent  of  the  twelve  hundred  monu¬ 
ments  he  has  recorded  were  built  soon  after 
the  First  World  War.  In  possession  of 
the  authot,  Robert  Shipley. 

8.  Shipley.  Hahn  apparently  did  some  work 
for  the  Thomson  Monument  Company, 
which  was  responsible  for  erecting  these 
monuments.  Similar  monuments  may  be 
found  in  Bolton  and  Cornwall  in  Ontario, 
and  in  Gaspe,  Quebec.  (3ne  bronze  version 
exists  in  Westville,  Nova  Scotia,  and  it 
alone  bears  Hahn’s  signature. 

9.  Letter  from  Frances  Loring  to  Etic  Brown, 


October  17,  1922.  National  Gallery  Ar¬ 
chives,  File  5.42  Loring. 

10.  This  was  prompted  by  the  injustice  done 
to  Elizabeth  Wyn  Wood  who,  after  having 
fairly  won  the  Winnipeg  War  Memorial 
Competition  in  1927,  was  denied  the 
commission  because  her  husband,  Emanuel 
Hahn,  was  German-born.  Hahn  had 
come  first  in  an  earlier  competition  for  the 
same  memorial  and  had  been  disqualified 
because  his  heritage  was  viewed  as 
inappropriate. 

11.  In  an  undated  letter  to  Eric  Brown  in  the 
summer  of  1919,  Frances  Loring  wrote: 
“We  have  wasted  a  lot  of  time  on  fool 
monuments  that  we  would  have  preferred 
putting  on  war  records.”  National  Galler>’ 
Archives,  5.42  -  L  Canadian  War  Artists. 

12.  “General  Conditions  for  the  Guidance 
of  Architects,  Artists  and  Sculptors  in 
Preparing  Competitive  designs  for  the 
proposed  National  Commemorative  War 
Monument  for  the  Dominion  of  Canada 
in  Ottawa,  Canada,  February  12,  1925.” 
Public  Archives  of  Canada,  Ottawa,  RGll, 
Vol.  4004  File  9238-1 -A. 

13.  Loring’s  written  description  of  her  entry 
was  as  follows:  “On  the  face  of  the  shaft 
emerging  from  the  stone  is  a  male  figure 
of  Victory  with  the  Sword  of  Sacrifice 

/  underneath  is  the  inscription-  ‘To  the 
unconquered  Dead’  /  On  the  opposite  face 
is  a  female  mourning  figure  also  emerging 
from  the  stone  with  the  inscription  under¬ 
neath:  ‘These  died  that  Mankind  might 
be  Free’  /  At  the  sides  are  groups  explaining 
the  sacrifice  made  by  the  women — the 
mothers  and  nurses.” 

14.  Contract  between  the  Law  Society  of 
Upper  Canada  and  Anna  Loring  [sic], 
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Figure  56. 

Frances  Loring,  Florence  Wyle,  and  Sylvia 
Daoust.  The  Calvert  Drama  Trophies,  1953.  Photo 
by  Pringle  and  B(.)oth,  Limited.  Photo:  gift  of 
the  Estates  of  Frances  Lt)ring  and  Florence  Wyle, 
1983. 
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Later  Work  and  Further 
Contributions  1948-1968 


Around  1950,  Frances  Loring  was  still 
considered  one  of  Canada’s  best  sculp¬ 
tors — “a  traditional  sculptor  of  great  power.”' 
The  names  Loring  and  Wyle  continued  to 
appear  with  some  regularity  in  the  press,  for 
they  were  still  receiving  noteworthy  commis¬ 
sions.  Frances  Loring  carried  on  as  an  active 
spokesperson  for  and  supporter  of  sculpture  in 
Canada.  During  the  fifties,  they  received 
some  recognition  for  their  artistic  contribu¬ 
tions;  Florence  Wyle  was  a  recipient  of  the 
Coronation  Medal  in  1953,  and  Frances  Loring 
was  awarded  a  gold  medal  hy  the  University 
of  Alberta  for  “long  and  conspicuous  service 
to  the  arts”  in  1954  and  an  honorary  Doctor 
of  Laws  from  the  University  of  Toronto  the 
following  year. 

They  were  soon  to  he  eclipsed,  however, 
hy  a  new  generation  of  sculptors  working  in  a 
tradition  rooted  in  Surrealist  sculpture  of 
the  1930s,  whose  use  of  the  “found  object” 
took  sculpture  into  the  realms  of  conceptual 
art.  Having  been  trained  in  the  late  nine¬ 
teenth  century  when  sculpture  was  defined  as 
the  fine  art  of  modelling,  carving,  and  cast¬ 
ing  and  its  prime  subject  was  the  human 
figure,  the  Girls  clung  to  a  romantic  definition 
of  sculpture.  Wyle  wrote:  “A  sculptor  is  one 
who  sees  and  understands  the  beauty  and 


dignity  of  natural  form — in  man  and  in  all 
life  even  in  the  growth  of  a  plant  and  whose 
interest  has  led  him  to  study  and  acquire 
the  technique  necessary  to  portray  these  har¬ 
monious  forms  in  clay  and  wood  and  in  the 
more  enduring  mediums  of  stone  and  bronze” 
(completed  form  for  Vocational  Guidance 
Centre,  1957).  Loring  stated  that  “Sculpture 
is  the  artist’s  analysis  of  life  in  terms  of  three 
dimensions  and  in  terms  of  silence.  It  is  the 
symbol  of  the  artist’s  visual  experience  con¬ 
centrated  in  visual  form”  (“Frances  Loring, 
sculptor,  gives  interesting  talk  on  art,”  Ottawa 
Evening  Journal,  February  8,  1950).  But 
these  definitions  excluded  Loring  and  Wyle 
from  active  participation  in  the  forefront 
of  new  sculptural  developments,  for  they  could 
not  he  reconciled  with  the  redefinition  of 
sculpture,  which  involved  new  ways  of  working 
with  new  materials,  and  new  concepts  of 
forms  in  space. 

The  1950s  represented  a  period  of  hiatus 
in  sculpture.  In  1950,  contemporaiy'  Cana¬ 
dian  sculpture  was  de.scrihed  as  “cautious  and 
conservative,”  and  the  approach  taken  hy 
most  sculptors  criticized  for  being  “too  unas¬ 
sumingly  naturalist  to  he  regarded  as  ‘con¬ 
temporary.’  Frances  Loring  recognized  the 
1950s  as  a  slack  period  in  her  own  career. 


and  welcomed  the  opportunity  to  embark  on 
a  lecture  tour  of  northern  Alberta  with  A.Y. 
Jackson  in  the  fall  of  1952,  commenting, 

“1  do  very  much  need  to  get  away  and  brush 
off  some  cobwebs.”’  This  is  not  to  say  that 
either  she  or  Florence  Wyle  was  inactive 
ar  that  time;  on  the  contrary,  Loring  was  on 
the  developmental  committee  of  the  SSC  as 
of  1949,  and  helped  Elizabeth  Wyn  Wood  to 
prepare  the  SSC’s  brief  to  the  Massey  Com¬ 
mission  (the  Royal  Commission  on  the  De¬ 
velopment  of  the  Arts,  Letters  and  Sciences 
1949-1951),  while  sitting  on  the  Art  Gallery 
of  Toronto’s  Ganadian  Gollection  Committee 
(1950-1955)''  and  helping  the  National  Galler\’ 
to  organize  an  exhibition  i'll  the  work  of  l\'an 
Mestrovic  in  1951.  Florence  Wyle  under¬ 
took  two  reliefs  for  the  Alberta  Red  Cro.ss 
Crippled  Children’s  Hospital  in  Calgary, 

(Cat.  Nos.  81  and  82)  designed  by  their  old 
colleague  W.L.  Somerville  in  1950,  and  a 
large  relief  of  farm  animals  for  the  McNabb 
Memorial  Library  at  the  Ontario  Agricultural 
College  in  Guelph,  in  1954.  Loring  put  most 
of  her  energies  into  public  life,  wbich  also 
included  frequent  lectures;  Florence  Wyle 
withdrew  into  her  work,  and,  beginning  in 
tbe  late  1940s,  began  carving  small  torsos  in 
sumac,  starting  with  a  series  known  as  Rivers 
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Figure  54- 

The  ten  Rii’crs  oj  America  on  display  at  the 
studio,  c.  1950.  Photo;  tiih  ot  the  Estates  of 
Frances  Loring  and  Florence  Wyle,  1983. 


of  America  (Cat.  No.  77;  Figures  54  and  55). 

Wyle  had  carved  torsos  in  wood  earlier 
(Cat.  Nos.  59  and  73),  but  the  Rivers  series 
is  quite  different.  She  went  beyond  earlier 
works  and  exploited  the  w'ood  to  its  fullest  by 
using  the  strerng  grain  of  the  sumac  to  define 
individual  forms,  the  concentric  rings  around 
the  breasts  and  belly  in  The  Platte  and  The 
Hudson,  for  example,  and  by  allow'ing  an  ele¬ 
ment  of  “non  finito”  to  enter  the  wxirk.  For 
example,  with  some  of  the  outer  bark  un¬ 
touched,  as  in  The  Illinois,  the  figure  appears 
to  emerge  from  its  woody  sheath,  a  sort  of 
Daphne  in  reverse.  Of  all  the  rivers.  The 
Hudson  (Figure  55)  most  strongly  maintains 
the  cylindrical  shape  of  the  tree.  Although 
Wyle  may  not  have  been  aware  of  it,  a  prec¬ 
edent  ft)r  her  small  wooden  figures  had  been 
set  by  the  early  American  sculptor  William 
Rush,  who  carved  his  life-size  Allegory  of  the 
Schuylkill  River  (also  known  as  Water  Nymph 
and  Bittern)  around  1809  in  pine.’’ 

With  the  Rivers  and  with  other  carved 
figures  of  the  period,  both  Loring  and  Wyle 
returned  to  themes  and  motifs  they  had  used 
earlier  as  solutions  to  formal  problems.  For 
example,  in  Illinois  and  in  two  figures.  Spring 
(Cat.  No.  83,  PI.  No.  8)  and  Summer 
(Cat.  No.  85),  Wyle  encircled  the  lower 
extremities  of  the  figure  with  a  piece  of  drapery 
connected  to  one  of  the  hands,  as  in  Study 
of  a  Girl  (1926;  (Cat.  Nos.  32  and  50),  in  this 
case  by  slicing  through  the  trunk  at  an 
oblique  angle.  The  modest  pose  used  in  Spring 
had  been  used  earlier  in  one  of  two  pieces 
known  as  Young  Girl  (c.  1938),  a  posthumous 
cast  of  which  resides  in  the  Loring-Wyle 
parkette. 

There  were  ten  rivers  altogether  in  the 
series,  which  Wyle  had  hoped  to  sell  as  a  unit, 
hut  which  were  ultimately  sold  separately 
and  dispersed  in  private  collections  across  the 


country.  Before  they  were  sold,  however, 
and  while  the  series  was  on  display  at  a  To¬ 
ronto  gallery,  they  were  viewed  by  two  of  the 
executive  memhers  of  the  Dominion  Drama 
Festival,  who  were  looking  for  suitable  trophies 
for  their  annual  regional  winners  and  for  a 
final  award  for  the  best  among  the  regional 
winners.  Pauline  McGihbon  (Cat.  No.  95), 
who  was  to  be  lieutenant-governor  of  Ontario 
from  1974  to  1980,  and  David  Ongley,  QC, 
president  of  the  festival, had  been  advised  by 
painter  A.J.  Casson  to  see  the  small  carvings, 
after  an  attempt  to  procure  a  design  for  the 
festival  trophy  had  failed.  In  1953,  Loring, 
Wyle,  and  Sylvia  Daoust  of  Montreal  were 
commissioned  to  carve  fourteen  trophies, 
which  symbolized  the  various  influences  on  the 
theatre  (Figure  56).  They  were  financed  by 
the  sponsor  of  the  festival,  Calvert  Distilleries, 
who  gave  their  name  to  the  first  prize  in  the 
festival,  the  Calvert  Trophy  (renamed  the 
Dominion  Drama  Festival  Final  Festival  Tro¬ 
phy  in  1960,  when  Calvert  withdrew  their 
sponsorship).  The  trophy  had  been  carved  by 
Florence  Wyle,  and  was  known  as  Drama 
(Cat.  No.  87).  A  fifteenth  trophy  was  carved 
by  Wyle  in  1958,  when  a  new  region  was 
added  to  the  festival’s  roster. 

Two  trophies,  Truth  and  Poetry,  followed 
closely  on  the  model  of  Wyle’s  rivers.  Poetry 
appears  to  “emerge  from  the  block.”  Both  are 
in  sumac,  and  are  more  stylized  than  the 
other  trophies  she  carved.  Drama  and  Wisdom 
(Cat.  No.  86)  recall  the  classical  repose  of 
the  Greek  kouroi,  which  Wyle  had  effectively 
captured  earlier  in  American  Family  (c.  1938; 
Cat.  No.  63).  Elements  of  earlier  work  also 
mark  one  of  Frances  Loring’s  pieces,  Invoca- 
tion  (Cat.  No.  89),  which  is  a  close  reworking 
of  a  plaster  of  the  same  title  (c.  1930; 

Cat.  No.  49).  bier  Faun  (Cat.  No.  88)  is  the 
most  imaginative  of  a  generally  static  group 
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of  carvings. 

Frances  Loring’s  last  major  commission  ot 
importance  was  tor  the  mernument,  on  Par¬ 
liament  Hill,  to  Robert  L.  Borden,  prime 
minister  ot  Canada  from  1911  to  1920.  When 
the  competition  was  announced  in  April, 
1953,  she  submitted  a  design  consisting  ot  a 
pedestal  and  two  steps  to  he  erected  in  granite, 
with  a  hgure  caf  Sir  Robert  Borden  to  he  in 
bronze.  She  prcavided  two  options  tor  the 
hgure,  one  holding  the  seals  ot  Canada’s  tull 
autonomy  in  one  hand  (Cat.  No.  91),  the 
other  showing  him  in  a  characteristic  pose 
with  heath  hands  behind  his  hack  (Cat.  No.  92). 
She  was  guided  by  photographs  ot  Borden, 
the  proposed  site,  and  the  statue  ot  Laurier 
across  from  which  Borden  was  to  he  placed, 
which  were  provided  at  her  request  by  the 
government.  Her  small  model  (Cat.  No.  91) 
was  selected,  with  one  by  Jean  Meroz 
(1911—  ),  from  among  twenty-four  com¬ 

petitors  (one  was  Florence  Wyle)  in  the  late 
fall  ot  1953,  and  she  was  asked  to  submit  a 
larger  model  (Cat.  No.  93)  by  the  end  of 
March,  1954.  On  the  basis  of  the  larger 
model,  “with  a  tew  modifications,”  she  was 
awarded  the  commission  in  December,  1954. 
Ot  the  tigure,  she  commented:  “I  have  mo¬ 
delled  the  fighting  Borden  not  only  of  the 
war  years  but  of  the  postwar  period  when, 
under  his  leadership,  Canada  took  her  position 
as  a  nation  in  the  peace  conterence.  There¬ 
fore,  he  stands  tirmly  on  both  teet.”' 

The  next  step  was  to  make  a  half-size 
model  (Figure  57).  At  this  stage.  Boring  went 
into  more  detailed  research  on  the  accuracy 
of  the  likeness  and  on  clothing  and  accessories. 
Two  ot  the  three  judges  also  had  suggestions. 
(The  judges  were  John  Bland,  head  ot  the 
Department  of  Architecture  at  McGill  Uni¬ 
versity;  W.G.  Constable,  tormer  assistant 
director  of  the  National  Gallery  ot  London; 


and  Sylvia  Daoust  (1902-1974),  who  was 
ill  at  the  time  the  tinal  decision  was  made.) 
Bland  and  Gonstahle  suggested  that  the 
head  and  shoulders  he  made  more  like  tho.se 
ot  Borden  (Borden’s  private  secretary,  who 
had  known  him  tor  years,  telt  that  Loring’s 
model  was  not  “rugged”  enough);  that  the 
shoulders  he  squared;  that  the  hoots  and 
trousers  he  given  more  character  and  retine- 
ment;  that  the  back  view  he  made  more 
interesting;  and  that  the  lettering  ot  the  in¬ 
scription  on  the  base  he  in  Roman  capitals, 
such  as  those  used  on  the  arches  ot  Titus  and 
Gonstantine,  which  were  characterized  by 
an  “inched  V.”  Finally,  they  thought  that  the 
figure,  wearing  an  overcoat  and  standing  in 
the  open  air,  was  an  inappropriate  one  to  he 
holding  the  great  seal.  A  large  pair  of  tur 
gloves  on  such  a  tigure  would  be  more 
appropriate!*^ 

Frances  argued  that  the  likeness  and  tigure 
characteristics  would  he  worked  out  in  the 
larger  model.  She  was  adamant  that  the  in¬ 
clusion  of  a  scroll  or  seal  was  not  out  ot 
keeping  with  the  overcoat  or  the  pose;  nor 
did  she  want  to  change  the  simpler  styde  ot 
lettering,  which  she  felt  was  appropriate  tor 
carving  in  granite.”  The  finished  monument 
shows  that  she  made  some  compromises,  hut 
she  followed  her  own  wishes  on  the  whole. 

The  aggressive-looking  tigure  is  certainly 
powertul,  and  more  attention  has  been  given 
to  the  costume.  But  he  is  holding  a  sheat 
of  papers — signifying  his  role  at  the  Versailles 
Peace  Gonference — not  gloves,  and  the 
lettering  is  a  simple  Roman  capital,  as  Boring 
had  suggested.  It  was  unveiled  on  January 
8,  1957,  later  than  originally  planned;  it  cost 
fifty  thousand  dollars  (Figure  58).'*^ 

With  one  exception,  no  other  monument 
commissions  came  her  way.  A  number  ot 
portraits  were  done  in  the  later  years  by  both 


Figure  55. 

Florence  Wyle.  The  Hudson  River,  c.  1949. 
Sumac,  dimensions  unknown.  Private  collectiim. 
Photo  hy  Jean  Gainfort  Merrill.  Photo:  gift 
of  the  Estates  of  Frances  Boring  and  Florence 
Wyle,  1983. 
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Figure  57. 

Frances  Loring.  Working  models  ot  tigure  of  Sir 
Robert  Borden,  c.  1956.  Photo:  gift  ot  the 
Estates  of  Frances  Loring  and  Florence  Wyle, 
1983. 


Loring  and  Wyle;  notably  Ira  Dilworth, 
Barbara  Anne  Robertson  (founder  ot  Mother- 
craft),  and  Eleanor  Snidemian  by  Wyle;  and 
John  W.  Billes,  E.B.  Barber,  and  the  hands  of 
Dr.  Herbert  Bruce  by  Loring.  Executed  in 
the  early  1960s,  when  Loring  was  suffering 
from  arthritis,  these  are  not  among  her 
strongest  works.  The  one  exception  to  por¬ 
traiture  was  Frances  boring’s  full-scale  relief 
of  a  mother  and  her  children  for  the  Women’s 
Building  at  the  Canadian  National  Exhibi¬ 
tion  in  1957  (Figure  59),  again  an  architec¬ 
turally-related  work.  It  was  done  with  great 
physical  effort,  for  not  only  was  arthritis 
a  problem,  but  by  that  time,  Loring  had  also 
gained  a  considerable  amount  of  weight, 
which  made  climbing  up  and  down  scaffolding 
increasingly  difficult.  The  group  marks  a 
return  to  an  earlier  theme  (see  War  Widow 
and  ChiUren,  c.  1928;  Cat.  No.  34)  of  a 
mother  in  a  timeless  costume  of  flowing  robes 
sheltering  two  small  children.  As  she  had 
done  before,  Loring  probably  asked  Wyle  to 
sculpt  the  figures  of  the  children. 

The  most  significant  feature  about  the 
relief  is  the  material  in  which  it  was  cast,  a 
weather-resistant  polyester,  which  was  less  than 
half  the  cost  of  bronze.  While  commenting 
that  this  was  a  large  work  in  a  material  not 
used  before,  Loring  credited  others  (Dora  de 
Pedery-Hunt"  (b.  1913),  and  jack  de  Maria) 
with  having  made  experiments  in  the  medium, 
which  had  given  her  the  courage  to  try  it.'^ 
De  Pedery-Hunt  was  also  one  of  the  artists  of 
foreign  birth,  or  “New  Canadians,”  whom 
Alan  Jarvis  credited  in  a  1962  editorial  in 
Canadian  Art  with  having  brought  to  Canada 
old  traditions  of  craftsmanship  along  with 
new  images  and  forms,  and  with  contributing 
to  the  establishment  of  international  stan¬ 
dards  here.”  In  the  same  issue  of  Caruidkm  Art, 
which  was  specially  devoted  to  Canadian 


sculpture,  Jarvis  also  wrote  that  only  in  the 
1950s  were  Canadian  sculptors  finding  a  new 
lease  on  life.  The  reawakening,  which  began 
at  the  end  of  the  1950s,  did  not  become 
visible  until  the  early  1960s.  He  noted  the 
blurring  of  traditional  boundary  lines  between 
painting  and  sculpture,  observing  that  the 
conventional  categories  of  carvers  and  mo¬ 
dellers  had  little  to  do  with  current  work,  a 
good  percentage  of  which  involved  welding. 

As  might  be  expected,  the  Girls  felt  that 
welding  belonged  in  the  factory,  and  had  little 
sympathy  for  the  most  recent  developments 
in  sculpture. 

Regardless  of  Wyle’s  view  that  creativity 
in  sculpture  had  very  narrow  limits,  and 
that  innovations  could  he  made  only  in  terms 
of  subject  matter,”  it  is  evident  from  their 
tendency  to  fall  hack  on  earlier  solutions  to 
aesthetic  problems,  reworking  old  themes 
in  a  new  context,  that  there  had  been  few 
new  ideas  in  their  work  for  a  number  of  years. 
Around  1958,  they  began  a  stock-taking  of 
their  careers  by  suddenly  recording  previously 
undocumented  works,  many  of  which  were 
still  in  their  possession  at  the  Studio.  They 
expressed  the  desire  to  have  a  few  things 
put  in  permanent  material  “so  that  they  may 
outlive  us.””  In  1957  Florence  Wyle  had 
an  earlier  piece  carved  in  marble  for  the  Art 
Gallery  of  Toronto  at  the  request  of  the 
director,  Martin  Baldwin;  Draped  Torso 
(Cat.  No.  70)  had  remained  in  plaster  form 
ever  since  it  had  first  been  exhibited  at  the 
New  York  World’s  Fair  in  1939.  Wyle  felt  it 
to  be  “one  of  her  best.””  In  a  film  made 
by  Christopher  Chapman  in  1965  for  the 
CBC  programme  “Telescope,”  Wyle  is 
shown  refining  the  surface  of  Sea  and  Shore 
(Cat.  No.  80),  a  piece  that  had  been  inspired 
by  a  waterfall  around  1950,  but  which  was 
not  carved  in  marble  until  1965.'®  In  1959, 
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Ryerson  Press  published  a  small  book  of  the 
poems  she  had  written  and  collected  over  the 
years,  and  about  1964,  the  Girls  discussed 
their  desire  to  have  a  book  published  that 
would  record  their  careers  and  creative 
achievements. 

It  was  not  until  1966,  the  year  the  Girls 
were  hospitalized,  that  the  heads  of  Fred 
Varley  (an  earlier  cast  had  been  bought  by 
the  National  Gallery  in  1956)  and  Vincent 
Massey  (modelled  in  1930)  were  cast  in 
bronze  by  the  Pollock  Gallery  to  hll  orders 
placed  at  the  highly  successful  exhibition 
of  the  Girls’  work  held  there  in  January  1966.^^^ 
Wyle  attended  the  opening;  Poring  was 
hospitalized;  neither  was  well  enough  to  ap¬ 
preciate  the  show’s  success.  In  1965  Poring 
had  written  to  Roman  Bronze  Works,  which 
had  handled  much  of  their  bronze  casting 
in  the  past,  to  request  estimates  for  works  she 
most  wanted  to  see  in  permanent  form. 
These  included  a  piece  called  The  Hound  of 
Heaven  (cast  in  1967),  Grief  (Gat.  No.  15), 
Girl  with  Fish  (Gat.  No.  53),  Turkey,  and 
the  famous  Goal  Keeper  (Gat.  No.  56).  A 
number  of  pieces,  including  Turkey,  Miner 
(Gat.  No.  60),  and  The  Old  One  (Gat.  No.  8), 
were  cast  in  1968,  after  boring’s  death;  the 
high  cost  of  casting  Goal  Keeper,  however,  was 
prohibitive.  In  1969,  eleven  more  works 
were  cast,  after  a  second  major  show  (.if  their 
work  at  the  Pollock  Gallery.^'  Among  them 
were  Mother  oj  the  Race,  Portrait  of  Varley,  and 
Study  of  a  Young  Girl. 

The  commissions  stopped  coming  in,  and 
their  healths  began  to  decline,  when  Frances 
Poring  and  Florence  Wyle  drew  up  wills  in 
1963.  The  contents  of  these  wills,  which 
mirror  each  other  in  every  aspect  except  where 
family  was  concerned,  underline  their  life¬ 
long  commitment  to  Ganadian  sculpture, 
which  had  guided  so  many  of  their  activities. 


This  is  summarized  in  the  first  clause,  which 
states  that  the  wills  were  made  “.  .  .  upon  the 
mutual  wish  and  desire  to  assist  and  enctiur- 
age  Ganadian  Sculpture  and  by  means  of  gifts 
to  public  Art  Galleries,  public  Museums  and 
institutions  of  learning  across  Ganada,  to 
afford  to  the  people  of  Ganada  particularly, 
the  opportunity  of  seeing,  appreciating  and 
enjoying  the  work  of  Canadian  sculptors. 


Figure  58. 

Frances  Poring.  Sir  Robert  Borden,  1957  (un¬ 
veiled).  Bronze  figure  on  granite  base.  Photo  by 
Parry  Ostrom. 
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Figure  59. 

Frances  Loring.  Mother  artel  ChiLlrett,  1957. 
Women’s  Building,  Canadian  National  Exhibi¬ 
tion,  Toronto.  Polyester,  dimensions  unknown. 
Photo  hy  James  Chambers. 


A  group'i  calling  themselves  the  Friends  of 
Loring  and  Wyle  recognized  the  Girls’  desire 
to  promcite  the  cause  of  sculpture,  and  raised 
a  substantial  sum  of  money  in  1963.^’  With 
this  fund,  they  purchased  w'ork  from  the 
Girls  to  donate  to  the  smaller  regional  galleries 
in  whose  collections  they  were  not  repre¬ 
sented.  It  was  an  indirect  way  of  offering  the 
Girls  financial  support,  while  fulfilling  one 
of  their  wishes. 

In  their  wills,  Loring  and  Wyle  be¬ 
queathed  the  studio  to  the  Royal  Canadian 
Academy,  in  the  hope  that  the  academy  would 
continue  their  personal  practice  of  welcoming 
people — especially  neighbourhetod  children — 
to  the  studio  (Figure  60).  If  the  academy 
could  not  use  the  studio  as  a  gallery,  it  was 
to  he  sold;  the  proceeds  were  to  he  placed  in 
a  sculpture  fund.  The  fund  could  also  get 
money  from  the  sale  of  any  of  their  work  not 
sold  before  their  deaths.  The  trustees  were 
to  he  advised  in  the  sale  and  dispersement  of 
these  works  by  a  “Sculptor  Advisory  Com¬ 
mittee,”  composed  of  a  sculptor  member  from 
both  the  OSA  and  RCA,  the  president  of  the 
SSC,  and  “from  time  to  time”  the  directors 
of  the  National  Gallery  of  Canada  and  the  Art 
Gallery  of  Toronto. The  sculpture  fund 
was  to  he  used  “to  purchase  works  of  sculpture, 
and  whether  in  completed  form  or  hy  com¬ 
mission,  produced  hy  Canadian  sculptors 
ordinarily  resident  in  Canada. This  echoes 
the  Emily  Carr  Trust  Fund,  the  trustees  of 
which  were  Lawren  Flarris  and  Ira  Dilworth; 
her  deed  of  gift  had  stipulated  that  at  least 
one  award  per  year  be  given  to  a  promising 
artist  of  British  Columbia. 

It  took  years  to  finally  carry  out  the  terms 
of  the  wills.  The  Royal  Canadian  Academy 
decided,  largely  because  of  zoning  restric¬ 
tions,  that  it  could  not  keep  the  studio,  and 
it  was  sold  in  1971.  Fortunately,  the  pur¬ 


chaser,  who  had  been  a  friend  and  supporter 
of  the  Girls,  was  sensitive  to  its  significance, 
and  intended  to  maintain  the  character  of  the 
building,  agreeing  to  store  the  works  of  art 
for  as  long  as  was  required.  The  bulk  of  the 
sculpture  remained  in  the  studio  until  it  was 
moved  to  the  Art  Gallery  of  Ontario  in  the 
fall  of  1982.  The  proceeds  from  the  sale  of 
the  studio  went  towards  setting  up  a  Royal 
Canadian  Academy  Trust  Fund  (the  Loring 
and  Wyle  bequest  was  combined  with  those 
of  Walter  Allward  and  his  son  Hugh  All¬ 
ward),  the  purpose  of  which  is  “to  enable  the 
Academy  to  carry  out  the  increasing  demands 
upon  its  services  to  the  citizens  of  Canada.” 

It  would  be  used  for  “special  grants,  scholar¬ 
ships,  fellowships,  and  purchase  awards  to 
public  galleries  and  universities,  as  well  as  for 
other  projects  designed  to  benefit  and  en¬ 
courage  promising  young  artists  and  to  enrich 
the  national  identity  of  Canada  and  the  lives 
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ot  all  its  citizens. It  is  not,  then,  strictly 
tor  the  use  ot  sculptors,  hut  atter  some  dis¬ 
cussion,  it  was  decided  that  the  Girls  had  no 
desire  to  tie  the  academy  down,  and  that 
the  trustees  of  the  tund  would  comply  with 
the  spirit  ot  their  bequest.-' 

The  Girls  died  within  three  weeks  ot  each 
other,  Florence  Wyle  on  January  13,  1968, 
and  Frances  Loring  on  February  3,  1968. 
They  had  both  been  admitted  to  Greenacres 
Home  tor  the  Aged  in  Newmarket  in  1967, 
hut  sadly,  as  senility  advanced,  neither  was 
able  to  recognize  the  other.  Both  wdled 
their  bodies  to  the  University  ot  Toronto,  so 
no  tuneral  services  were  held;  gatherings  ot 
friends  were  held  at  the  church,  in  their 
memory.  The  trustees  then  undertook  to  carr^' 
out  their  wish  that  the  works  remaining  in 
their  studio  he  sold,  hut  this  proved  to  he  a 
difficult  task.  One  of  the  executors,  sculptor 
Frances  Gage,  made  numerous  attempts  to  sell 
the  work  at  exhibitions  held  at  various  gal¬ 
leries,  including  the  MacDonald  Gallery 
(now  the  John  B.  Aird  Gallery)  at  Queen’s 
Park  in  1977  and  the  University  of  Guelph 
in  1978.  The  work  did  not  sell,  as  it  was 
considered  to  he  outdated,  and  consequently 
no  income  was  forthcoming  with  which  to 
set  up  the  sculpture  fund. 

In  1980  the  executors  approached  the 
Ministry  of  Culture  and  Recreation  of  the 
Ontario  Government  to  seek  advice  as  to 
what  to  do  with  the  works  remaining  in  the 
Estates.  The  Ministry  turned  to  a  number 
of  institutions,  including  the  Art  Gallery  of 


Ontario,  for  suggestions;  it  later  offered  the 
Gallery  a  small,  representative  group  from  the 
Estates’  holdings.  On  the  advice  of  the 
Curator  of  Canadian  Historical  Art,  the  Art 
Gallery  suggested  that  it  take  all  the  work 
and  assume  the  curatorial  responsibility  for  its 
care  and  presentation  to  the  public,  thereby 
recognizing  the  importance  of  the  work.  In 
1983  the  works  were  gifted  to  the  Art  Gallery 
of  Ontario,  the  major  custodians  of  the 
province’s  artistic  heritage,  fully  in  the  spirit 
of  the  Girls’  intention  that  their  sculpture 
touch  the  lives  of  many.  This  collection  will 
function  as  a  centre  for  the  study  of  their 
work  in  Canada,  and  forms  the  focus  for  the 
continuing  collection  of  historical  Canadian 
sculpture.  This  exhibition  and  catalogue  stand 
as  records  of  the  gift  of  the  Estates  of  Frances 
Loring  and  Florence  Wyle  and  of  the  major 
contribution  they  have  made  to  the  art  of 
sculpture  in  Canada. 

Their  legacy  lives  on  not  only  in  their 
own  work  hut  also  in  the  work  of  the  artists 
they  encouraged  during  their  lifetimes,  like 
Dora  de  Pedery-Hunt  and  Frances  Gage,^®  for 
they  set  an  example  that  sculpture  was  a 
valid  pursuit  in  this  country  in  spite  of  the 
inherent  difficulties,  particularly  for  a  woman. 
More  important  is  the  fact  that,  while  their 
own  type  of  work  may  have  lacked  relevance 
for  a  younger  generation  of  sculptors,  their 
continuing  efforts  had  kept  the  door  ajar 
for  the  time  when  these  artists  were  ready  to 
cross  the  threshold  to  further  advance  the 
art  of  sculpture  in  Canada. 


Figure  60. 

Frances  Loring  and  young  friends,  1962.  Photo 
by  Dennis  Colwell.  The  Lawrence  Hayward 
Collection  Documentary  Art  &  Photography 
Division,  Public  Archives  of  Canada,  Ottawa. 
Courtesy  of  Studios  O.  Allard  Photographes  Inc., 
Montreal. 
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Endnotes 

1.  Will.  S.A.  Dale,  “Sculpture,”  in  The  Arts 
in  CaniuLi:  A  Stocktaking  at  Mid'Century 
(Torontn;  MacMillan,  1958),  pp.  36,  41- 
See  also  Andrew  Bell,  “An  Exhibition 

ot  Canadian  Sculpture,”  Canadian  Art, 
Vol.  5,  No.  4  (Summer  1949),  pp.  155- 
156. 

2.  “Contemporary  Canadian  Sculpture  shows 
more  caution  than  experiment,”  Canadian 
Art,  Vol.  7,  No.  3  (Spring  1950),  p.  116. 

3.  Letter  from  Frances  Lonng  to  H.O.  Me- 
Curry,  October  8,  1952.  National  Gallery 
Archives  7.4  jackson/Loring.  A.Y.  Jack- 
sern  and  Frances  Loring  left  lor  north-west 
Alberta  on  October  20,  1952  and  made 
stops  at  Dawsern  Creek,  Beaverlodge,  Peace 
River,  Spirit  River,  and  several  other 
towns  before  ending  up  in  Winnipeg  on 
November  5.  Here  Jackson  was  a  guest  of 
L.L.  FitzGerald,  and  Loring  stayed  with 
her  old  friend  Florence  Brigden  and  her 
husband.  The  tour  was  sponsored  by  the 
National  Gallety  of  Canada  and  the 
Alberta  Fine  Arts  Department  and  the 
Department  of  Provincial  Economic  Affairs. 
Loring  was  impressed  by  the  freshness 
and  enthusiasm  with  which  the  people  of 
more  isolated  communities  approached 
the  subject  of  art.  She  had  expressed  a 
similar  opinion  in  1928  after  returning 
from  Italy:  because  Canadians  lacked  the 
long  artistic  heritage  of  Italy,  they  were 
not  bound  to  slavishly  following  in  the 
footsteps  of  earlier  masters. 

4.  Loring  was  resp(.)nsible  for  initiating  the 
Gallery’s  acquisition  of  Elizabeth  Wyn 
Wood’s  Reef  and  Rainhmv  (Figure  51), 
which  she  proposed  at  a  meeting  of  January 
23,  1950.  (Minutes  of  the  Canadian 
Collection  Committee,  Art  Gallery  of 


Ontario  Archives.) 

5.  A  posthuim)us  bronze  cast  is  in  the  Phila¬ 
delphia  Museum  of  Art,  Philadelphia. 

6.  Both  subsequently  became  friends  of  the 
Girls;  David  Ongley  UxT  t>n  their  legal 
affairs,  and  was  named  an  executor  of  their 
estates,  along  with  Charles  Band,  Frances 
Gage,  and  the  Canada  Permanent  Trust 
Company. 

7.  Pearl  McCarthy,  “Cemtest-winning  sculptor 
to  model  fighting  Borden,”  The  Globe 
and  Mail,  December  29,  1954. 

8.  Letter  containing  comments  of  the  judges, 
from  H.O.  McCurry  to  Frances  Loring, 
December  10,  1954.  National  Gallery  of 
Canada  Archives  7.5  Borden. 

9.  Letter  from  Frances  Loring  to  H.O.  Mc¬ 
Curry,  December  22,  1954-  National 
Gallery  of  Canada  Archives  7.5  Borden. 

10.  The  government  also  paid  the  premium 

on  an  insurance  policy,  cm  Frances  Boring’s 
life,  for  $10,000,  perhaps  because  she 
was  sixty-seven  years  of  age  in  1954. 

11.  Dora  de  Pedery-Hunt  had  given  a  demon¬ 
stration  cT  working  in  polyester  at  an  SSC 
meeting  in  December,  1956. 

12.  Pearl  McCarthy,  “New  Plastic  Material  in 
a  Loring  Sculpture,”  The  Globe  anil  Mail, 
June  29,  1957. 

13.  Alan  Jarvis,  “Sculpture  in  Canada,” 
Canadian  Art,  No.  80  (July-August  1962), 
p.  269. 

14.  Kay  Kritzwiser,  “Hands  that  mold  Beauty,” 
the  Globe  Magazine,  April  7,  1962,  pp. 

9-1 1,  14,  16-17.  They  were  wary  of  Henry' 
Moore  and  his  follciw’ers  who  had  made 

a  convention  of  punching  holes  in  sculp¬ 
ture,  although  they  recognized  his  great 
influence. 

15.  In  a  questionnaire  for  the  Vocational 
Guidance  Centre  completed  by  Wyle  in 
1957,  she  wrote  under  the  sectfon  con¬ 


cerning  the  nature  of  her  work:  “The 
practical  work  varies  little  within  its  limits, 
but  the  subject  matter  which  is  the  es¬ 
sence  of  any  art  wtrrk,  changes  with  each 
new  piece  of  work.”  In  her  opinfon,  the 
subject  was  more  important  than  the  design 
or  the  technique. 

16.  Letter  from  Florence  Wyle  to  Norah  de 
Pender,  January  14,  1959.  Norah  de  Pen¬ 
der  Papers,  Public  Archives  of  Canada, 
M630  D322.  My  thanks  to  Anne  Goddard 
for  allowing  me  access  to  these  recently 
acquired  papers.  De  Pencier,  an  old  friend, 
had  sent  the  Girls  some  money  for  their 
annual  Christmas  party,  but  since  they  no 
longer  entertained  much,  they  decided 

to  put  it  towards  casting  some  of  their 
work.  Inventory  lists  they  made  around 
that  time  are  contained  in  the  Loring- Wyle 
Archives,  E.P.  Taylor  Reference  Library, 

Art  Gallery  of  Ontario,  Toronto. 

17.  Letter  from  Florence  Wyle  to  Martin 
Baldwin,  January  25,  1957.  Art  Gallery 
of  Ontario  accession  file  Draped  Torso. 

18.  It  was  carved  by  Louis  Temporale,  Port 
Credit,  Ontario  who  had  known  Loring 
and  Wyle  “long  before  the  war.”  He  was 
also  responsible  for  roughing  out  Boring’s 
Eskimo  Mother  arid  Child  and  worked  on  the 
Bank  of  Montreal  reliefs. 

19.  They  discussed  the  concept  with  Clare 
Bice,  curator  of  the  London  Public  Library 
and  Art  Museum.  See  letters  from  Clare 
Bice  to  Charles  Band  and  Sophia  Hunger- 
ford,  February  27,  1964.  Loring  and  Wyle 
Archives,  E.P.  Taylor  Reference  Library, 
Art  Gallery  of  Ontario.  They  envisaged  a 
hook  containing  twenty  or  so  pages  of 
biographical  and  critical  text  and  about 
forty'  pages  of  pictures.  In  1960  Wyle  wrote 
to  her  friend  Ira  Dilworth,  an  executive 
with  the  CBC  in  Vancouver,  to  enquire  if 
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he  had  any  photographs  ot  her  work. 
Presumably  she  was  ccd leering  them  tor  the 
catalogue  ot  her  work  that  she  speaks 
ot.  Ira  Dilworth  to  Florence  Wyle,  Poring 
and  Wyle  Archives,  E.P.  Taylor  Reter- 
ence  Library,  Art  Gallery  of  Ontario. 

20.  Frances  Gage  and  David  Ongley  ap¬ 
proached  gallery  owner  Jack  Pollock  to 
act  as  the  Girls’  dealer. 

21.  See  K.  Kritzwiser,  “The  Girls’  show  to 
toster  young  talent,’’  The  Gluhe  and  Mail, 
June  2,  1969. 

22.  Letters  probate  of  the  last  will  and  testa¬ 
ment  and  one  codicil  ot  Florence  Wyle 
(July  11,  1974).  The  wills  were  signed  on 
June  20,  1963. 

23.  The  “triends”  included  Sophia  Hungerford, 
who  organized  the  tund,  Mrs.  Walter 
Gordon,  and  Keith  Mclver,  and  the  idea 
was  seconded  by  A.Y.  Jackson,  Mary 
Jackman,  and  Nora  de  Pencier.  Letter  trom 


Sophia  Flungertord  to  Charles  Band,  July 
11,  1963.  Courtesy  Mr.  David  Ongley.  See 
also  the  Globe  and  Mail,  September  28, 
1963.  Several  regional  galleries  benehted 
trom  tliese  gifts,  among  them  the  galleries 
in  Wind.sor,  London,  Kitchener,  Guelph, 
and  Sarnia. 

24.  Codicil  to  the  last  will  and  testament  cd 
Florence  Wyle  1  (a). 

25.  Letters  probate,  H  (c)  (ii). 

26.  Minutes  ot  tbe  Annual  General  Assembly 
ot  the  RCA,  January  26,  1974.  Minutes 
June  28  1973-January  26,  1974,  The  Royal 
Canadian  Academy  ot  Arts,  RCA,  Toronto. 

27.  Council  Meeting  ot  the  RCA,  June  15, 
1974.  Minutes  Book  March  23,  1974-May 
24,  1975,  RCA,  Toronto. 

28.  In  a  1955  interview,  de  Pedery-Hunt  told 
ot  her  arrival  in  Canada  trom  Hungary 

in  1948  and  commented,  ”...  1  give 
thanks  to  yout  Canadian  sculptor  Frances 


Lt)ring.  She  is  a  very  kind  woman,  a 
great  woman  .  .  .  she  helped  me  get 
started’’  (Margaret  Aitken,  “Betweeii  you 
and  me,"  Toronto  Telegram,  October  28, 
1955).  Frances  Gage,  who  hrst  met  them 
in  1951,  wrtite,  “1  wi.sh  for  every'  aspiring 
artist,  the  help  and  encouragement  that 
these  two  wonderful  people  gave  me.  1 
was  not  the  only  artist  that  they  helped,  1 
was  simply  the  last  line.  A  sculptor,  1 
had  to  be,  and  1  was  astounded  to  find  that, 
thtough  them,  this  profession  could  be 
accepted  as  worthy.  Now  that  my  physical 
association  with  “the  Girls”  is  done,  1 
have  no  regrets.”  Frances  Gage,  “My 
memories — Frances  Loring  and  Florence 
Wyle.”  Personal  reminiscences  written  at 
this  writer’s  request,  July  18,  1983,  Art 
Gallery  ot  Ontario. 
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Figure  4. 

Florence  Wyle.  Arigel  of  the  Pool,  1910.  Plaster, 
location  unknown,  Photographer  unknown. 
Photo:  gilt  of  the  Estates  of  Frances  Loring  and 
Florence  Wyle,  1983. 
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Key  to  Abbreviations 

AAM 

Art  Association  of  Montreal  Annual  Spring 

Exhibition 

AMT,  ACT,  AGO 

Art  Museum  of  Toronto  (1911-1919),  Art 
Gallery  of  Toronto  (1920—1966),  Art  Gallery 
of  Ontario  (1966-present) 

CNE 

Fine  Arts  Department,  Canadian  National 

Exhibition,  Toronto 

LPLAM 

Eondon  Public  Library  and  Art  Museum 
LRAG 

London  Regional  Art  Gallery 
NGC 

National  Gallery  of  Canada,  Ottawa 
OSA 

Ontario  Society  of  Artists  Annual  Exhibition 
(held  at  the  Art  Gallery  of  Toronto  until 
and  including  1967) 

RCA 

Royal  Canadian  Academy  of  Arts  Annual 

Exhibition 

ssc 

Sculptors’  Society  of  Canada  Exhibition 
VAG 

Vancouver  Art  Gallery 
WAA 

The  Women’s  Art  Association  of  Canada, 
Toronto 


1920  War  Memorials 

Exhibition  of  “Canadian  War  Memorials: 

New  Series,  Last  Phase”  NGC 

1926  War  Memorials 

“An  exhibition  of  the  Canadian  War 

Memorials”  AGT 

1926  Hart  House 

An  exhibition  of  the  work  of  Frances  Loring 
and  Florence  Wyle,  Hart  House,  University 
of  Toronto 
1939  New  York 

New  York  World’s  Fair,  “Canadian  Art:  The 
CSPWC  and  the  SSC” 

1942  Eaton’s 

1942  ssc  The  Fine  Art  Galleries,  Eaton’s 
College  Street,  Toronto 
1942  Print  Room 

“In  the  Print  Room:  Jacohine  Jones,  Frances 
Lonng,  Dora  Wechsler,  Florence  Wyle”  AGT 
1950  Contemporary  Canadian  Arts 
“Contemporary  Canadian  Arts”  joint  exhibi¬ 
tion  of  the  RCA,  CGP,  OSA,  CSPWC,  SSC, 
CSGA,  RAIC,  The  Canadian  Handicrafts  Guild, 
Canadian  Guild  of  Potters,  and  Spinners 
and  Weavers  of  Ontario 
1962  LPLAM 

“Fifty  Years  of  Sculpture:  Frances  Loring  and 
Florence  Wyle.  Contemporary  Canadian 
Sculpture,”  Lc^ndon  Public  Library  and  Art 
Museum,  London,  Ontario 


1976  Sisler 

“The  Shadow  of  the  Year,”  Sisler  Gallery, 
Toronto 

1977  Queen’s  Park 

“Loring  and  Wyle:  A  Retrospective,”  Mac¬ 
Donald  Gallery,  Queen’s  Park,  Toronto 

1978  Guelph 

“Sculptures  by  Florence  Wyle  and  Frances 
Loring,”  University  of  Guelph,  Guelph, 
Ontario 
1983  LRAG 

“Visions  and  Victories:  Ten  Canadian  Women 
Artists  1914-1945”  LRAG 

NOTE  CONCERNING  DATES:  if  the  work  is  undated, 
an  approximate  date  has  been  assigned  on  the 
basis  of  the  first  exhibition  appearance  (usually 
a  plaster  model).  The  intended  final  medium 
for  the  piece  may  have  been  indicated  in  that 
catalogue,  hut  the  work  may  never  have  been 
put  into  more  durable  form. 

The  exhibition  histories  are  complete  for  the 
major  exhibiting  societies,  hut  may  not  he 
as  complete  for  smaller  galleries  where  detailed 
records  have  not  been  kept  or  have  been 
destroyed.  If  no  exhibition  number  is  indi¬ 
cated,  none  was  given  in  the  catalogue. 


70 


1. 

Florence  Wyle 

Marble  Fountain  (Boy  and  Grapes) 

1907-1908 

Marble 

71.0  X  94.0  X  29.0  cm 

Donald  F.  Scalzo,  Winnetka,  Illinois 

EXHIBITIONS:  1908  “Works  by  Chicago 
Artists,"  Art  Institute  of  Chicago  #328 
A  Fountain  (marble) 

LITERATURE:  Bulletin  of  the  Art  Institute  of 
Chicago,  July  1908;  Ill.  Arts  and  Decoration  I 
(Feb.  1911);  Women’s  Saturday  Night,  June 
20,  1914. 


2. 

Florence  Wyle 
Dancing  Boy  1910 
Bronze 

Foundry  Mark:  “Roman  Bronze  Works 
(Ltd.,  N.Y.)” 

H.  45.7  cm 

National  Gallery  of  Canada,  Ottawa 


EXHIBITIONS:  1910-1911  “Winter  Exhibition 
held  by  the  National  Academy  of  Design 
at  the  Art  Students  League,  New  York”  #97; 
1912  OS  A  #198  Dancing  Faun;  1912  “16th 
Annual  Exhibition  ot  the  Society  of  Western 
Artists,”  Art  Institute  of  Chicago  #170; 
1915  Sculpture  Exhibition  AMT;  1915  RCA 
AAM  #249;  1921  “Small  Paintings  and 
Sculpture  by  members  of  the  OSA”  #165; 
1925  “British  Empire  Exhibition  Canadian 
Section  of  Fine  Arts,”  Wembley,  England; 
1927  “Exposition  d’art  canadien,”  Musee  du 
Jeu  de  Paume,  Paris  #253  Jeune  Danseur 

LITERATURE:  The  Craftsman,  vol.  19,  No.  5 
(Feb.  1911),  p.  452;  Ill.  The  International 
Studio  vol.  47,  No.  186  (August  1912), 

p.  xviii. 
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3. 

Frances  Loring 
Lamia  c.  1911 
Bronze 
H.  30.7  cm 

London  Regional  Art  Gallery,  Purchased 
from  the  artist  hy  Dr.  Richard  Crouch,  1944 

EXHIBITIONS:  1912  OSA  #114;  1915  Sculpture 
Exhibition  AMT;  1915  RCA  AAM  #241; 

1921  OSA  “Small  paintings  and  sculpture  hy 
members  of  the  OSA”  ACT  #163;  1928  SSC 
ACT  #116;  1929  “Little  Pictures  hy  members 
of  the  OSA”  #177;  1929  SSC  NGC  #67;  1932 
J.  Merritt  Mahoney  Galleries,  Toronto; 
1936-7  SSC  Travelling  #16;  1942  Print  Room; 
1943  SSC  London  Public  Library  and  Art 
Museum;  1944  SSC  London  #13 

LITERATURE;  “Girl  depicts  dreams  in  marble 
and  bronze,”  Denver  Colorado  News,  August 
22,  1911. 


4. 

Florence  Wyle 
Frances  Loring  1911 
Painted  plaster 
Signed;  “Wyle  1911” 

H.  55.5  cm 

Art  Gallery  of  Ontario,  Toronto,  Gift  of  the 
Estates  of  Frances  Loring  and  Florence  Wyle, 
1983 


EXHIBITIONS:  1915  Sculpture  Exhibition  AMT; 
1966  Pollock  Gallery;  1969  Pollock  Gallery; 
1977  Queen’s  Park;  1978  Guelph  #9 

LITERATURE;  Toronto  Saturday  Night, 
November  27,  1915  p.  3;  Canadian  Collector, 
vol.  1  (April  1966),  p.  23. 
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5. 

Frances  Loring 
Florence  Wyle  1911 
Painted  plaster 
Signed:  “F.N.  Loring  1911” 

FI.  53.0  cm 

Art  Gallery  of  Ontario,  Toronto,  Gilt  of  the 
Estates  of  Frances  Loring  and  Florence  Wyle, 
1983 


EXHIBITIONS:  1915  Sculpture  Exhibition  AMT; 
1944  OSA  AGT  #105;  1966  Pollock  Gallery; 
1969  Pollock  Gallery;  1977  Queen’s  Park; 
1978  Guelph  #5 

LITERATURE:  111.  Cumicium  Collector,  vol.  1 
(April  1966),  p.  23. 

Both  numbers  4  5  were  posthumously  cast 

tor  the  Loring'Wyle  parkette,  1984. 


6. 

Florence  Wyle 

Candlesticks  c.  1912 

Painted  plaster 

H.  28.0  and  26.7  cm 

Mr.  and  Mrs.  Edward  J.  Stuehing 

EXHIBITIONS:  1915  Sculpture  Exhibition  AMT 
Candlesticks 
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7. 

Florence  Wyle 

Letter  Opener  c.  1915 

Bronze 

Signed:  “Wyle” 

Foundry  Mark;  “Grittoul/Nevvark,  N.J.” 

L.  23.4  cm 
Lawrence  Hayward 

EXHIBITIONS;  1915  Sculpture  Exhibition  AMT 


8. 

Frances  Loring 
The  Old  One  c.  1914 
Painted  plaster 
H.  62.5  cm 

Art  Gallery  of  Ontario,  Toronto,  Gilt  of  the 
Estates  of  Frances  Loring  and  Florence  Wyle, 
1983 


EXHIBITIONS:  1915  Sculpture  Exhibition  AMT; 

1928  ssc  AC.T  #102;  1929  ssc  ngc  #53; 
1966  Pollock  Gallery  Neivshoy,  1969  Pollock 
Gallery  Newsman;  1977  Queen’s  Park;  1978 
Guelph  #4 

LITERATURE:  Toronto  Saturday  Night, 
November  27,  1915,  p.  3. 

Also  known  as  The  Old  Jew. 
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9. 

Florence  Wyle 
Newsboy  c.  1914 
Painted  plaster 
H.  47.0  cm 

Art  Gallery  of  Ontario,  Toronto,  Gilt  ot  the 
Estates  ot  Ftances  Poring  and  Florence  Wyle, 
1983 


EXHIBITIONS:  1915  Sculpture  Exhibition  AMT; 
1969  Pollock  Gallery  Mun  ivith  Draped  Head; 
1976  Sisler  Gallery;  1977  Queen’s  Park;  1978 
Guelph  Man  with  Draped  Head  #2 

The  titles  tor  numbers  8  and  9  were 
interchangeable.  Their  assigned  titles  are 
those  by  which  they  were  originally  known. 


10. 

Frances  Poring 
Peacock  Clock  c.  1915 
Bronze 

Foundry  Mark:  “Griftoul/Newark  N.J.” 
Signed:  “Loring” 

35.8  X  54.6  cm 

Art  Gallery  ot  Ontario,  Toronto,  Gitt  of  the 
Estates  of  Frances  Loring  and  Plorence  Wyle, 
1983 
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Florence  Wyle 
Baby  1915 
Painted  plaster 
Signed;  “Wyle  1915” 
H.  46.5  cm 
John  Brunke,  Toronto 


12. 

Frances  Boring 
CNE  Medal  1915 
struck  bronze 
5.4  cm  X  4.2  cm 

Canadian  National  Exhibition  Archives 


LITERATURE;  R.W.  McLachlan,  “Artistic  and 
Historic  Medals  Struck  in  Canada  in  the 
Year  1915,”  American  Journal  of  Numismatics, 
Vol.  49  (1915). 


13. 

Florence  Wyle 
CNE  Medal  1916 
Struck  gilt 
5.5  cm.  X  4.5  cm 

Canadian  National  Exhibition  Archives 
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14. 

Florence  Wyle 
Sunu’orshipper  c.  1916 
Bronze 

Foundry  Mark:  “Gorham  Co.  Founders” 
Signed:  “F.  Wyle  Sc.” 

H.  68.6  cm 

National  Gallery  of  Canada,  Ottawa 

EXHIBITIONS:  1918  RCA  AMT  #201;  1924 
“British  Empire  Exhibition,  Canadian  Section 
ot  Eine  Arts,”  Wembley,  England  #269; 
“1927  Exposition  d’art  canadien”  Mtisee  du 
Jeu  de  Paume,  Paris  #257;  1929  SSC  NCC 
#115;  1983  LRAG  #55 

I. ITERATLiRE:  Ill.  H.C.,  “Contemporary 
Canadian  Sculpture-Extensive  and  Varied 
Display  at  Toronto  Art  Gallery,”  Saturday 
Night,  October  27,  1928;  Ill.  B.  Brooker, 
ed.  Yearbook  of  the  Arts  in  Canada  1928-9, 
Plate  VI;  111.  Natalie  Luckyj,  “Visions  and 
Victories,  Canadian  Women  Artists  1914- 
45,”  Arts  West  vol.  8,  no.  10  (November 
1983),  p.  20. 
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15. 

Frances  Loring 
Grief  c.  1917 
Bronze 

Foundry  Mark;  “Roman  Bronze  Works, 

Inc.  N.Y.” 

Signed;  “F.N.  Boring”  (two  times) 

H.  51.0  cm 

Art  Gallery  of  Ontario,  Toronto,  Anonymous 
Gift,  1976 


EXHIBITIONS;  1918  RCA  AGT  #196;  1925 
“British  Empire  Exhibition,  Canadian  Section 
of  Eine  Arts,”  Wembley,  England;  1928  SSC 
ACT  #114;  1929  “Little  Pictures  by  members 
of  the  OSA”  #178;  1929  SSCNGC  #56;  1932 
“All  Canadian  Exhibition”  VAG  #226; 
1936-7  SSC  #15;  1959  cne;  1963  “Master 
Canadian  Painters  &  Sculptors,”  LPLAM  & 
1964  Sarnia  Public  Library  &.  Art  Gallery 
#28;  1966  Pollock  Gallery;  1969  Pollock 
Gallery 

LITERATURE;  111.  B.  Brooker,  ed.,  “Sculpture 
in  Canada,”  in  Yearbook  of  the  Arts  in  Caruuki 
1928-9,  Plate  Vll. 
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16. 

Frances  Loring 

A  Dream  Within  a  Dream  c.  1917  {nn)del) 

Marble 

H.  62.0  cm 

Collection  of  Georgina  Public  Library, 
Keswick,  Ontario 

EXHIBITIONS;  1917  OSA  #177a;  1917  WAA; 
1924  “Summer  Exhibition  ot  Canadian  Art,” 
ACT  #157;  1927  one  #194;  1928  ssc  aut 
#113;  1929  sscngc#50;  1932  J.  Merritt 
Malloney  Galleries,  Toronto;  1936-7  SSC  #18; 
1942  Print  Room  (marble);  1943  SSC  LPLAM; 
111.  1960  CNE 

LITERATURE;  Sisler,  pp.  22,  63. 

Carved  in  marble  1938—1939. 


17. 

Florence  Wyle 
Edward  KeruLill  c.  1918 
Painted  plaster  relief 

Signed;  On  verso;  “Wyle  Edward  Kendall 
1918-19” 

D.  21.7  cm 

Art  Gallery  ot  Ontario,  Toronto,  Gift  ot  the 
Estates  ot  Frances  Ltiring  and  Florence  Wyle, 
1983 

EXHIBITIONS;  1928  SSt:ACT#199;  1976  Sisler 

Wyle  was  at  the  Gravenhurst  Sanitarium 
1917-1918;  Ed  Kendall  was  the  infant  son  ot 
the  doctor  who  treated  her  there. 
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18. 

Florence  Wyle 

Farm  Girl  1918-1919 

Bronze 

Foundry  Mark;  “Canadian  Wm.  A.  Rogers” 
H.  69.8  cm 

Canadian  War  Museum,  Canadian  Museum 
of  Civilization,  Ottawa 

EXHIBITIONS;  1919  Pictures,  Sculpture, 
Drawings,  Etchings  and  Lithographs  done  by 
Catuidian  Artists  in  Canada,  under  the  authority 
of  the  Camulian  War  Memorials  Fund  .  .  ., 

AUT  #176;  1920  War  Memorials  #240;  1923 
“Canadian  War  Memorials”  NGO  #124;  1924 
“British  Empire  Exhihitirm,  Canadian 
Section  of  Eine  Arts,”  Wembley,  England 
#268;  1926  War  Memorials  #10;  1927 
“Exposition  d’art  canadien,”  Musee  du  Jeu  de 
Paume,  Paris  #256;  1967  “300  Years  of 
Canadian  Art”  NGC  and  AGT  #205;  1976 
“Through  Canadian  Eyes;  Trends  and 
Influences  in  Canadian  Art  1815—1965” 
GlenhoW'Alherta  Institute  #67 

LITERATURE;  Ill.  Canadian  Art  Vol.  4,  No.  1 
(November-December  1946). 


This  figure  originally  held  a  sickle;  the  blade 
has  been  separated  from  the  figure. 
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19. 

Florence  Wyle 

Noon  Hour  1918-1919 

Bronze 

Foundry  Mark;  “Gorham  Co.  Founders" 

H.  64.7  cm 

Canadian  War  Museum,  Canadian  Museum 
of  Civilization,  Ottawa 


EXHIBITIONS;  1920  War  Memorials  #239; 
1926  War  Memorials  #9;  1928  SSC  AtiT  #156 

LITER.XTLIRE;  111.  “War  Memorial  Statues," 
Mail,  October  8,  1926. 


20. 

Frances  Lonng 
Furnace  Girl  1918-1919 
Bronze 
H.  61.0  cm 

Canadian  War  Museum,  Canadian  Museum 
of  Civilization,  Ottawa 

EXHIBITIONS;  1920  War  Memorials  #205; 
probably  1926  Hart  House;  1926  War 
Memorials  #3;  1928  SSC  AGT  #97 
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21. 

Frances  Lonng 

Nooji  Hour  at  a  Munitions  PLmt  1918-1919 
Bronze  reliet 

Foundry  Mark:  “Canadian  Wm.  A.  Rogers” 
88.9  X  186.7  cm 

Canadian  War  Museum,  Canadian  Museum 
ot  Civilization,  Ottawa 


EXHIBITIONS:  1920  War  Memorials  #207; 
1926  Hart  House;  1926  War  Memorials  ACT 
#5;  1928  ssc  ACT  #92 

LITERATURE:  Ill.  Construction  vol.  13  (June 
1920),  p.  197;  Ill.  Saturday  Night,  vol.  34 
(July  10,  1920);  Ill.  Saturday  Night,  vol.  53 
(Oct.  15,  1938),  p.  2. 
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22. 

Florence  Wyle 

F.H.  Varley  c.  1921 

Bronze 

Foundry  Mark:  “Kristiania  Kunst  & 
Metalstoberi,  Oslo” 

H.  36.7  cm 

Art  Gallery  of  Ontario,  Toronto,  Purchase, 
Luella  McCleary  Endowment,  1969 

EXHIBITIONS:  1922  RCA  AAM  #234;  1923 
RCA  Travelling  Exhibition  #115;  1923  OSA 
#201;  1926  Hart  House;  1927  “A  Loan 
Exhibition  of  Portraits”  ACT  #37;  1928  SSC 
ACT  #174;  1929  sscngc  #100;  1942  Eaton’s; 
1962  LPLAM;  1964  “Eaces  of  Canada:  Portrait 
paintings  and  sculptures  from  1900  to  the 
present  day,”  Stratford,  Ontario;  1966  Pollock 
Gallery;  1969  Pollock  Gallery;  1983  LRAG 
#51 

LITERATURE:  111.  A.  Jarvis,  “Paces  of  Canada 
Exhibit  a  Modest  Social  History”  Canadian 
Art  Vol.  21,  No.  5  (Septemher-Octoher 
1964),  p.  302;  “Classic  bronzes,  weird 
drawings,  mammoth  fields,”  Telegram,  June 

4,  1969. 

An  earlier  bronze  cast  is  in  the  collection  of 
the  National  Gallery  of  Canada,  Ottawa. 
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Frances  Loring 
Ethel  Ely  c.  1921 
Painted  plaster 
Signed:  “F.N.  Loring” 

H.  67.0  cm 

Art  Gallery  of  Ontario,  Gift  of  the  Estates  of 
Frances  Loring  and  Florence  Wyle,  1983 


EXHIBITIONS:  1921  OSA  #178;  1922  RCA 
AAM  #226;  1927  “A  Loan  ExhiF)ition  of 
Portraits”  ACT  #362;  1928  ssc  ACT  #104; 
1929  ssc  NGC  #51;  1942  Eaton’s;  1952  cne 
#25;  1966  Pollock  Gallery 

EITERATURE:  “Ontario  Society  of 

Artists  constantly  adding  recruits,”  Globe, 
March  2 1 ,  1922. 


24. 

Prances  Loring 
Marion  c.  1922 
Bronze 

Foundry  Mark:  “Canadian  Wm.  A.  Rogers 
Limited” 

Signed:  “F.  Loring” 

52.0  X  30.6  cm 

Art  Gallery  of  Ontario,  Toronto,  Gift  of 
Miss  Marion  Gibson,  in  memory  of  Lt.  Col. 
Thomson  and  Mrs.  Gibson,  Toronto,  1984 
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EXHIBITIONS:  1922  RCA  AAM  #225;  1927  “A 
Loan  Exhibition  of  Portraits”  ACT  #363; 
1928  SSC  ACT  #109;  1929  ssc  ngc  #60 


25. 

Frances  Loring 
Madonna  and  Child  c.  1923 
Painted  plaster 
Signed;  “FNL” 

D.25.7  cm 

Mrs.  R.H.  Sankey,  Toronto 


26. 

Frances  Loring 

Head  of  Woman  c.  1923 

Painted  plaster 

H.  30.3  cm  (without  base) 

Art  Gallery  ot  Ontario,  Toronto,  Gift  of  the 
Estates  of  Frances  Loring  and  Florence  Wyle, 
1983 

for  the  fountain: 

EXHIBITIONS:  1925  OSA  #298;  1926  Hart 
House;  1926  waa;  1926  one  #338;  1928  ssc 
ACT  #100;  1929  SSCNGC  #65 


LITERATURE;  111.  Canadian  Homes  and  Gardens, 
1923;  Irene  B.  Hale  “Closeup  of  Toronto’s 
Women  Artists  No.  1;  Miss  Frances  Loring 
and  Miss  Florence  Wyle,”  Simday  World, 
May  24,  1924;  A.  McFarlane,  “Art  Awakes 
in  a  forgotten  church,”  Toronto  Star  Weekly, 
August  1,  1925;  “Frances  Norma  Loring  and 
Notable  Examples  of  her  art  in  Bronze  &. 
Stone,”  PortLirtd  Simday  Telegram  and  Simday 
Press  Herald,  November  10,  1929. 

This  is  a  cast  of  the  head  for  boring’s  Mermaid 
Fountain. 
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11. 

Florence  Wyle 
Ethel  Ely  c.  1923 
Painted  plaster  relief 
59.0  X  37.8  cm 

Art  Gallery  of  Ontario,  Toronto,  Gilt  ot  the 
Estates  of  Frances  Loring  and  Florence  Wyle, 
1983 

EXHIBITIONS:  1923  OSA  #202;  1926  Flart 
House;  1928  SSC  ACT  #194;  1932  J.  Merritt 
Malloney  Galleries,  Toronto;  1962  LPLAM; 
1966  Pollock  Gallery 


28. 

Florence  Wyle 
Mr.  Ely  c.  1923 
Painted  plaster  relief 
Signed;  “Wyle” 

59.0  X  40.4  cm 
Alan  Ely,  Ely  Limited 

EXHIBITIONS:  1928  SSC  ACT  #195 
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29. 

Florence  Wyle 

Baby  with  Dolphin  c.  1923 

Painted  plaster 

H.  106.2  cm  (with  base) 

Art  Gallery  of  Ontario,  Toronto,  Gilt  of  the 
Estates  of  Frances  Poring  and  Florence  Wyle, 
1983 

EXHIBITIONS;  111.  1923-4  RCA  NGC  #199; 
1926  Hart  House;  1926  CNE  #342  stone  and 
#343  bronze;  1928  SSC  ACT  #164;  1929 
SSCNGC  #103;  1938  CNE  #209  stone;  1969 
Pollock  Gallery 

LITERATLiRE;  111.  K.  Hale,  “Nymphs  and  Fauns 
as  Magic  Fountains  in  Canadian  Gardens,” 
Toronto  Star  Weekly,  August  11,  1923,  p.  18. 
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30. 

Florence  Wyle 

Figural  Grouping  (Sketch  for  a  war 
memorial)  c.  1925 
Plaster 
H.  14.0  cm 

Art  Gallery  of  Ontario,  Toronto,  Gift  of  the 
Estates  of  Frances  Poring  and  Florence  Wyle, 
1983 


EXHIBITIONS:  1927  “Architecture  and  the 
Allied  Arts:  Toronto  Chapter  Ontario 
Association  ol  Architects”  AGT  #1400 


31. 

Frances  Poring 

Figural  Grouping  (Sketch  for  a  war 
memorial)  c.  1925 
Painted  plaster 
H.  24.5  cm 

Art  Gallery  of  Ontario,  Toronto,  Gift  of  the 
Estates  of  Frances  Poring  and  Florence  Wyle, 
1983 


32. 

Florence  Wyle 
Study  of  a  Girl  c.  1926 
Painted  plaster 
H.  55.2  cm 

Art  Gallery  of  Ontario,  Toronto,  Gift  of  the 
Estates  of  Frances  Poring  and  Florence  Wyle, 
1983 

EXHIBITIONS:  Ill.  1926  OSA  #199;  1927  “2nd 
Annual  Exhibition  of  Canadian  Art,”  NGC 
#219;  Ill.  1928  SSC  AGT  #166;  1929  ssc 
NGC  #93 

NOTE:  Number  32  and  Number  50  hear  the 
same  title.  Number  32  is  the  maquette  for 
the  larger  work.  As  dimensions  were  not 
indicated  in  the  catalogue  listings,  their 
individual  exhibition  histories  may  he  confused 
for  later  years. 

Another  plaster  cast  is  in  the  collection  of 
the  Montreal  Museum  of  Fine  Arts. 
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33. 

Frances  Loring 

Sketches  for  Osgoode  Hall  War 
Memorial  c.  1927 
Plaster 
H.  20.5  cm 

Art  Gallery  of  Ontario,  Toronto,  Gift  of  the 
Estates  of  Frances  Loring  and  Florence  Wyle, 
1983 


34. 

Frances  Loring 

Sketch  for  War  Widou’ and  Children  c.  1927 
Painted  plaster 
H.  62.0  cm 

Art  Gallery  of  Ontario,  Toronto,  Gift  of  the 
Estates  of  Frances  Loring  and  Florence  Wyle, 
1983 


EXHIBITIONS:  1928  SSC  #124  (photograph) 

LITERATLJRE:  “War  Memorial  of  Law  Society,” 
Telegram,  February  7,  1928;  Mail  and  Empire, 
October  22,  1928. 


EXHIBITIONS;  1928  SSC  AOT  #118;  1929  SSC 
NGC  #49 

LITERATURE:  R.E.  Gesnell,  “Canada’s 
Memorial  Hall,”  Saturday  Night,  December  1, 
1928;  Josephine  Hambleton,  “The  Memorial 
Chamber  Angel,”  Ottawa  Citizen,  November 
16,  1947. 

War  Wiciuic  and  Children  was  designed  for  the 
Memorial  Chamber,  Parliament  Buildings, 
Ottawa. 
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35. 

Florence  Wyle 
Totem  lamp  stand  c.  1927 
Painted  wood 
H.  23.2  cm 

Mr.  and  Mrs.  Donald  Ketcheson,  Toronto 


36. 

Florence  Wyle 

Rai’en  bouk'cnds  c.  1927 

H.  16.8  cm 

Cast  iron  with  paint 

Marion  Gibson,  Toronto 

EXHIBITIONS;  1930  “First  Annual  Exhibition 
ot  Canadian  Art,”  Manoir  Richelieu,  Murray 
Bay,  Quebec  #729 

37. 

Florence  Wyle 
Owl  hook'ends  c.  1927 
Cast  iron  with  paint 
H.  17.5  cm 
Private  Collection 

EXHIBITIONS:  1930  “First  Annual  Exhibition 
of  Canadian  Art,”  Manoir  Richelieu,  Murray 
Bay,  Quebec  #728 


38. 

Florence  Wyle 
Small  owl  book'end  c.  1927 
Cast  iron  with  paint 
H.  1 1.7  cm 

Art  Gallery  ot  Ontario,  Toronto,  Gift  of  the 
Estates  of  Erances  Poring  and  Florence  Wyle, 
1983 

EXHIBITIONS;  1930  “First  Annual  Exhibition 
of  Canadian  Art,”  Manoir  Richelieu,  Murray 
Bay,  Quebec  #730;  1976  Sisler 

LITERATURE:  N.  Jaclcson-Groves,  A.Y. ’s 
Canada  (Toronto;  Irwin,  1968),  p.  164. 


Numbers  38-40  were  listed  in  the  Manoir 
Richelieu  catalogue  as  copies  of  motifs  of  totem 
poles  from  Kispiox,  British  Columbia. 
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39. 

Florence  Wyle 

Indian  Mother  anti  ChiLi  c.  1927 
Painted  plaster  relief 
Signed:  “Wyle” 

80.3  X  60.0  cm 

Art  Gallery  of  Ontario,  Toronto,  Gift  of  the 
Estates  of  Frances  Loring  and  Florence  Wyle, 
1983 

EXHIBITIONS:  1927  “Small  Pictures  by  members 
of  the  OSA”  act  #254;  1928  ROA  Travelling 
exhibition.  Imperial  Art  Gallery,  London 
#205;  1928  ssc  ACT  #187;  1929  ssc  ngo 
#105;  1930  “Little  Pictures  by  members  of  the 
OSA”  agt  #254;  1932  J.  Merritt  Malloney 
Galleries,  Toronto;  1969  Pollock  Gallery; 
1977  Queen’s  Park 

LITERATURE:  William  Perkins  Bull,  The  Perkins 
Bull  Collectiori:  historical  paintings  by  Caruuiian 
artists  illustrating  pioneers  and  pioneering  in  the 
County  of  Peel.  (Brampton:  printed  privately, 

1934)!  p.  65. 
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40. 

Florence  Wyle 
F.C.  Lormg  c.  1928 
Painted  plaster 
Signed;  “W” 

D.  36.0  cm 

Art  Gallery  of  Ontario,  Toronto,  Gift  of  the 
Estates  of  Frances  Lonng  and  Florence  Wyle, 
1983 


41. 

Florence  Wyle 
Annie  Savage  c.  1928 
Plaster  relief 
51.0  X  32.0  cm 

Goncordia  Art  Gallery,  Montreal 

EXHIBITIONS;  1928  SSC  AGT  #190;  1929  SSC 
NGC  #107 


EXHIBITIONS;  1928  SSC  AGT  #188;  1929  SSC 
NGC  #108;  1942  Eaton’s;  1969  Pollock 
Gallery;  1976  Sisler  Gallery;  1977  Queen’s 
Park 


Two  other  casts  are  known  to  exist. 
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42. 

Florence  Wyle 

Baby  Fountam,  Girl  c.  1928  (model) 

Cast  stone 
97.0  X  47.5  cm 

London  Public  Utilities  Commission 

EXHIBITIONS:  1928  SSC  ACT  #162  or  #163; 
1929  SSC  NGC  #101  or  #102;  1935  SSC 
ACT  #256;  1935  RCA  AAM  #302;  1938  CNE 
#210  or  #211;  1942  Print  Room;  1944  SSC 
London;  Ill.  1959  CNE  “Private  Collectors’ 
Choice  in  Canadian  Art” 

LITERATURE:  Saint-Denys  Garneau,  Juurruil 
de  Montreal  novemhre  21-decembre  22,  1935, 
p.  424;  Annual  Report  of  the  Public  Utilities 
Department,  1957;  Ill.  “Statues  for  the  Garden 
exhibited  outdoors  at  CNE,”  Globe,  September 
2,  1953;  Ill.  Pearl  McGarthy,  “Florence 
Wyle’s  sculpture  excels  in  the  Gounsell 
Garden,”  Globe,  August  10,  1957. 

A  companion  piece.  Boy,  was  modelled  at 
the  same  time;  the  stone  version  was  cast  in 
1957  for  the  Marjorie  Gibbons  Gounsell 
Garden  in  Gibbons  Park,  London,  Ontario. 
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43. 

Florence  Wyle 

Portrait  of  Laivren  Harris  c.  1928  (model) 

Bronze 

H.  41.7  cm 

The  McMichael  Canadian  Collection;  Bequest 
from  the  Howard  K.  Harris  Estate 

EXHIBITIONS:  1929  OSA  #309;  1930  “5th 
Annual  Exhibition  of  Canadian  Art,”  NGC 

#167 

LITERATURE:  Ill.  (plaster)  Canadian  Review  of 
Music  and  Art  Vol.  3,  nos.  3  &.  4,  1944. 


44. 

Florence  Wyle 

Portrait  of  A.Y.  Jackson  c.  1929 
Painted  plaster 
Signed:  “Wyle” 

H.  41.0  cm 

Art  Gallery  of  Ontario,  Toronto,  Gift  of  the 
Estates  of  Frances  Loring  and  Florence  Wyle, 
1983 

EXHIBITIONS:  1929  OSA  #310;  1930  “5th 
Annual  Exhibition  of  Ganadian  Art”  NGC 
#168;  1966  Pollock  Gallery;  1969  Pollock 
Gallery;  1978  Guelph  #5 
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45. 

Florence  Wyle 

Young  Mother  c.  1928 

Bronze 

Signed:  “Wyle  1920”  scratched  into  patina 
H.  86.0  cm 

Collection  of  the  Sarnia  Public  Library  and 
Art  Gallery,  Gift  of  the  Friends  ot  Florence 
Wyle  and  Frances  Loring,  1964 

EXHIBITIONS;  1928  50  RCA  AGT  #179;  1929 
SSC  NGC  #91;  1930  “5th  Annual  Exhibition  of 
Canadian  Art”  NGC  #169;  1930  CNE  #240; 
1960  “A  Tribute  to  Women”  CNE;  1976 
Sisler  Gallery 

LITERATLJRE:  111.  Lenore  Crawford,  “Exhibition 
tribute  to  2  women  sculptors,”  unsourced 
clipping. 
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Three  plaster  casts  are  known.  Wyle  must 
have  dated  this  years  after  it  was  cast, 
forgetting  its  actual  date. 


46. 

Florence  Wyle 
Deer  panel  c.  1929 
Painted  plaster 
Signed:  “Wyle” 

87.0  X  181.2  cm 

Art  Gallery  of  Ontario, Toronto,  Gilt  of  the 
Estates  of  Frances  Loring  and  Florence  Wyle 
1983 


EXHIBITIONS:  1930  “5th  Exhibition  ot 
Canadian  Art”  NGC  #170;  1930  “Little 
Pictures  by  members  of  the  OSA”  AUT  #589; 
1931  “An  exhibition  of  the  Toronto  chapter 
of  the  Ontario  Association  of  Architects” 
ACT  #651;  1938  ONE  #222;  1977  Queen’s 
Park 

LITERATURE:  111.  “Unique  Church  Studio  is 
Home  and  Workshop  for  Loring  and  Wyle, 
Canadian  Sculpture  Team,”  SuturTty  Night, 
vol.  61  (Ncwemher  18,  1944),  p-  4;  111.  L. 
Clive,  “The  Canadian  Galatea  comes  to 
life,”  Catuidian  Humes  &  Gardens,  vol.  8,  no 
2,  (February  1931)  p.  17. 


47. 

Florence  Wyle 

Small  Fountainhead  Frog  c.  1929 
Painted  plaster 
H.  16.2  cm  (with  base) 

Art  Gallery  of  Ontario,  Toronto,  Gift  of  the 
Estates  of  Frances  Loring  and  Florence  Wyle, 
1983 
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48. 

Florence  Wyle 

Torso  (“Mother  of  the  Race”)  c.  1930 

Marble 

H.  93.0  cm 

National  Gallery  of  Canada,  Ottawa 

EXHIBITIONS:  1930  CNE  #239  Torso;  1930 
RCA  AGT  #196;  1931  “Small  Pictures  hy 
members  of  the  OSA”  #320  (a)  Torso;  1931 
SSC  NGC  #34;  1932  “7th  Annual  Exhibition  of 
Canadian  Art,”  NGC  #303;  1963  “Master 
Canadian  Painters  and  Sculptors”  LPLAM  #48; 
1966  Pollock  Gallery;  1969  Pollock  Gallery; 
1978  Guelph  #4  (plaster) 

Carved  by  Wyle  in  1932.  The  plaster  model 
is  in  the  collection  of  the  Art  Gallery  of 
Ontario,  Gift  of  the  Estates  of  Erances  Loring 
and  Elorence  Wyle,  1983. 
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49. 

Frances  Loring 
Invocation  c.  1930 
Painted  plaster 
Signed;  “Loring” 

H.  84.0  cm 

Art  Gallery  of  Ontario,  Toronto,  Gift  of  the 
Estates  of  Frances  Loring  and  Florence  Wyle, 
1983 

EXHIBITIONS:  1930  OSA  ACT  #257;  1931  SSC 
NGC  #22;  1932  J.  Merritt  Malloney  Galleries, 
Toronto;  1938  CNE  #204  (in  marble);  1942 
Print  Room;  1969  Pollock  Gallery 


50. 

Florence  Wyle 
Study  of  a  Girl  c.  1931 
Painted  plaster 
Signed:  “Wyle” 

Id.  135.5  cm 

Art  Gallery  of  Ontario,  Toronto,  Gift  ot  the 
Estates  ot  Frances  Loring  and  Florence  Wyle, 
1983 


EXHIBITIONS:  1931  OSA  #225;  1931  CNE 
#513;  1931  RCAAAM  #247;  1932  “7th 
Annual  Exhibition  of  Canadian  Art”  NGC 
#302;  1933  “8th  Annual  Exhibition  ot 
Canadian  Art  NGC”  #288;  1938  “A  Century 
of  Canadian  Art”  Tate  Gallery,  London 
#253;  1939  New  York  #30;  1942  Print  Room; 
1943  SSC  London;  1950  ssc  #71;  1953  cne 
#225 

LITERATURE;  Ill.  “Canadian  Sculpture  makes 
its  first  bow  in  U.S.,”  Saturday  Night,  vol. 

54  (July  15,  1939),  p.  17;  Ill.  Colgate 
Canadian  Art,  1943,  p.  199;  Ill.  Guelph 
Mercury,  August  14,  1978. 

See  Colour  Plate  No.  2 
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51a. 

Florence  Wyle 

Blue  Heron  c.  1931  (model) 

Cast  stone 

H.  91.5  cm  (with  base) 

Art  Gallery  of  Ontario,  Toronto,  Gift  of  Mr. 
&  Mrs.  D.E.  Mundell,  San  Francisco,  1965 


EXHIBITIONS:  1931  SSC  NGC  #39;  1938  ONE 
#221;  1953  CNE  #221;  1961  “Exhibition 
and  Sale  of  Garden  Sculpture  organized  by 
the  Women’s  Committee  of  the  Art  Gallery 
of  Toronto”  AUT  #52 

LITERATURE:  111.  Agnes  Joynes,  “The  Sculptor 
at  Work,”  The  Challeyige,  November  8, 
1936;  K.  Clive,  “The  Canadian  Galatea 
Comes  to  life,”  Canadian  Homes  &  Gardens 
Vol.  8,  No.  2  (February,  1931),  p.  17. 


5lh. 

Florence  Wyle 

Bine  Herori  c.  1931  (model) 

Cast  stone 

H.  82.3  cm  (with  base) 

Art  Gallery  of  Ontario,  Toronto,  Gift  of  the 
Estates  of  Frances  boring  and  Florence  Wyle, 
1983 


The  stcine  version  dates  from  the  1960s;  one 
bronze  was  cast  in  1966. 
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52. 

Florence  Wyle 
Chicago  c.  1932 
Painted  plaster 
Signed:  “Wyle” 

H.  54.0  cm 

Art  Gallery  ot  Ontario,  Torontc\  Gift  of  the 
Estates  of  Frances  Loring  and  Florence  Wyle, 
1983 

EXHIBITIONS;  1932  SSC  AGT  #113;  1932  ONE 
#178;  1932  J.  Merritt  Malloney  Galleries, 
Toronto;  1933  RCA  AAM  #276;  1933  “8th 
Annual  E.xhihition  trf  Canadian  Art”  NGC 
#286;  1936  CNE  #302  (bronze);  1942  Print 
Room  NFS;  1969  Pollock  Gallery 

LITERATURE:  Ill.  “Canadian  Sculptors  show 
outstanding  Work,”  Globe,  April  13,  1932. 


53. 


Frances  Poring 
Girl  with  Fish  c.  1932 
Painted  plaster 
H.  97.0  cm 

Art  Gallery  of  Ontario,  Toronto,  Gift  of  the 
Estates  of  Frances  Poring  and  Florence  Wyle, 
1983 


EXHIBITIONS:  1932  J.  Merritt  Malloney 
Galleries,  Toronto  The  Fish  Girl;  1933  CNE 
#272  Girl  with  Fish  Fountain;  1933  RCA  AAM 
#265;  1938  “A  Century  of  Canadian  Art,” 
Tate  Gallery,  Fondon  #239;  1939  New  York 
#14;  1940  WAA;  1942  Print  Room;  1943 
SSC  Fondon;  1948  CNE  #122;  1966  Pollock 
Gallery;  1969  Pollock  Gallery;  1978  Guelph 
#1;  1983  LRAG  #20  (ceramic) 


LITERATURE;  Ill.;  Paul  EXival,  “Smaller  Works 
of  Sculpture  Belong  in  the  Home,”  SaturcLiy 
Night,  vol.  61  (April  27,  1946),  p.  5;  Ill. 
“Canadian  Sculpture  makes  its  first  how  in 
U.S.,”  Saturday  Night,  vol.  54  (July  15,  1939) 
p.  17;  Ill.  Colgate,  Caruidian  Art  (Toronto; 
Ryerson,  1943),  p.  195. 

A  ceramic  version  is  in  the  collection  of  the 
Woodstock  Art  Gallery. 
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54. 

Florence  Wyle 
The  Violinist  c.  1933 
Painted  plaster  relief 
D.  57.8  cm 

Art  Gallery  of  Ontario,  Toronto,  Gift  ot  the 
Estates  ot  Frances  Loring  and  Florence  Wyle, 
1983 

EXHIBITIONS:  1933  “4th  Biennial  Exhibition 
ot  Architecture  and  the  Allied  Arts  by 
members  ot  the  Toronto  Chapter  ot  the 
Ontario  Association  ot  Architects”  AGT  #408; 
1942  Eaton’s;  1977  Queen’s  Park 

Many  copies  ot  this  exist,  some  with  only  a 
single  outer  ring. 


55. 

Prances  Loring 

Sir  Frederick  Banting  c.  1934  (model) 

Bronze 

Foundry  Mark:  “Gorham  Co.  Founders” 

H.  62.5.  cm 

Art  Gallery  ot  Ontario,  Toronto,  Gift  trom 
the  Fund  ot  T.  Eaton  Co.  Ltd.,  for  Canadian 
Works  of  Art,  1950 

EXHIBITIONS:  1934  RCA  AGT  #205;  1935 
RCA  AAM  #288;  1935  SSC  #226;  1937 
“International  Society  of  Women  Painters  & 
Sculptors”  WAA;  1939  New  York  #12;  ,1942 
Print  Room;  1942  Eaton’s;  1943  SSC  London; 
1949  CNE  #23;  1953  “Silver  Jubilee 
Exhibition  ot  the  SSC”  MMFA  #48  (plaster); 
1962  LPLAM;  1964  “Paces  of  Canada:  Portrait 
paintings  and  sculptures  trom  1900  to  the 
present  day,”  Stratford;  1966  Pollock  Gallery; 
1976  “Through  Canadian  Eyes:  Trends  and 
Influences  in  Canadian  Art  1815—1965,” 
Glenhow-Alherta  Institute,  #66;  1983  LRAG 
#21 


LITERATURE:  Ill.  Saturday  Night,  Vol.  49,  no. 
2,  (June  16,  1934),  p.  9;  111.  Otuiiva  Citizen, 
March  8,  1941;  Ill.  Saturday  Night  (March  8, 
1941);  Ill.  W.  Ahell,  “Sculpture,”  Studio, 

Vol.  129,  no.  625  (April  1945),  p.  136; 
Saturday  Night,  Vol.  62,  no.  2  (September 
14,  1946);  111.  Eric  Newton,  British  Sculpture 
1944-1946  (London:  Tiranti,  1947),  ill.  27; 
RAIC  Journal,  Vol.  27,  no.  1  (January  1950) 
p.  31;  Windsor  Daily  Star,  October  7,  1950; 

La  Presse,  May  24,  1951;  Ill.  Saturday  Night, 
June  5,  1951;  Catuielian  Geographical  Jourruil, 
Vol.  43  (December  1951),  p.  268;  “Banting 
may  go  to  Medical  Academy,”  Globe, 
November  3,  1962;  111.  Alan  Jarvis,  “Paces  of 
Canada  exhibit  a  modest  social  history,” 
Canaditin  Art  Vol.  21,  No.  5,  (September- 
Octoher  1964),  p.  303;  Mane  Pleming, 
“Sculpture:  Plorence  Wyle,  Frances  Loring,” 
Camidum  Collector  Vol.  1,  No.  1,  April  7, 
1966;  Sisler,  The  Girls,  1972,  p.  55;  Natalie 
Lucky),  “Visions  and  Victories:  Canadian 
Women  Artists  1914-45,”  Arts  West  vol.  8, 
no  No.  (November  1983),  p.  22. 

Six  bronze  casts  were  made. 

See  Colour  Plate  No.  3 
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56. 

Frances  Loring 
Goal  Keeper  c.  1935 
Painted  plaster 
H.  242.0  cm 

Art  Gallery  of  Ontario,  Toronto,  Gift  of  the 
Estates  of  Frances  Loring  and  Florence  Wyle, 
1983 

EXHIBITIONS:  1935  SSC  #225;  Ill.  1935  ONE 
#251,  1938  ONE  #198;  1950  cne;  1952 
Willistead  Art  Gallery,  Windsor;  1962  LPLAM; 
1964  “Faces  of  Canada;  Portrait  paintings 
and  sculptures  from  1900  to  the  present  day”; 
1969  Pollock  Gallery;  1977  Queen’s  Park 

LITERATURE:  Ill.  Gossip,  Feb.  4,  1935;  Mail, 
February  22,  1935;  Ill.  Caiuidian  Life  Vol.  1, 
No.  14  (Spring  1950),  p.  14;  Ill.  Globe 
Magazine,  April  7,  1962,  (cover);  L.  Crawford, 
“Exhibit  is  Tribute  to  two  Women  Sculptors,” 
London  Free  Press,  1962;  Sisler,  The  Girls, 
pp.  56—58;  Duval,  “A  Monument  to  Don,” 
Telegram,  November  30,  1963. 
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57. 


Florence  Wyle 

Elizabeth  Wyn  Wood  c.  1935 
Painted  plaster 
Signed;  “Wyle” 

H.  53.0  cm  (with  base) 

Art  Gallery  of  Ontario,  Toronto,  Gib  ot  the 
Estates  of  Frances  Loring  and  Florence  Wyle, 


1983 


58. 

Florence  Wyle 
Birdhath  c.  1935 
Bronze 

Signed;  “Wyle” 

H.  139.0  cm 
Private  Collection 


EXHIBITIONS;  1935  SSC  ACT  #259;  1935  ONE 
#300;  1942  SSC  Eaton’s;  1969  Pollock 
Gallery 
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59. 

Florence  Wyle 
Torso  c.  1935 
Wood 
H.  36.2  cm 

Collection  of  The  Winnipeg  Art  Gallery. 
Winnipeg  Gallery  and  School  of  Art 
Collection. 

EXHIBITIONS;  Possibly  1935  ACT  #261,  Torso, 
pine 

LITERATURE:  111.  Paul  Duval,  “Smaller  Works 
of  Sculpture  Belong  in  the  Home,”  SaturcLiy 
Night,  Vol.  61,  April  27,  1946. 

Many  plaster  versions  exist  in  public  and 
private  collections. 


60. 

Frances  boring 
The  Miner  1936 
Painted  plaster 
Signed:  “FN  boring  1936” 

H.  81.0  cm 

Art  Gallery  of  Ontario,  Toronto,  Gift  of  the 
Estates  of  Frances  boring  and  Florence  Wyle, 
1983 


EXHIBITIONS;  1936  ONE  #273  Moose  River, 
1936  bronze;  1937  RCA  AAM  #228;  1938  SSC 
AGT;  1939  New  York  #13;  1942  Eaton’s; 
1948  ONE  #123;  1966  Pollock  Gallery  (no 
No.);  1969  Pollock  Gallery;  1977  Queen’s 
Park;  1978  Guelph  #2. 

LITERATURE;  Sisler,  p.  58;  111.  Telegram,  March 
9,  1938. 


Two  bronzes  were  cast  in  the  1960s  when 
boring  was  ill. 
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61. 

Florence  Wyle 

The  Cellist  1937-1941 

Mahogany 
H.  37.5  cm 

National  Gallery  ot  Canada,  Ottawa 

EXHIBITIONS:  1936-7  SSC  Travelling  Exhibition 
#42  plaster;  1937  “Artists  of  the  British 
Empire  Overseas  Exhibition  under  Royal 
Charter  of  the  Royal  British  Colonial  Society 
of  Artists,”  Royal  Institute  Galleries, 
Piccadilly,  London  #60  Cellist  wood 
mahogany;  1938  SSC  ACT;  1938  RCA  ACT 
#254;  1939  New  York  #28  mahogany;  1983 
LRAG  #53 


LITERATURE;  “Canadian  Sculpture  makes  its 
first  how  in  U.S.,”  Saturdiiy  Night,  vol.  54, 
(July  15,  1939),  p.  17;  111.  “Smaller  Works  of 
Sculpture  Belong  in  the  Home,”  Saturday 
Night  vol.  61  (April  27,  1946)  p.  5;  Ill. 
Caiuiilian  Art  Vol.  10,  No.  4  (Summer  1953), 
p.  1  37;  Ottmea  Citi;teu,  July  15,  1961. 

This  was  Wyle’s  diploma  work  deposited  with 
the  RC.^  in  1941. 


62. 

Elorence  Wyle 
Goldharner  c.  1938 
Painted  plaster 
H.  34.7  cm  (without  base) 

Art  Gallery  ol  Ontario,  Toronto,  Gift  ot  the 
Estates  ot  Frances  Loring  and  Florence  Wyle, 
1983 

EXHIBITIONS:  1938  SSC  ACT;  1942  SSC  Eaton’s 

Charles  Goldharner  (1903-1985)  was  an 
artist  who  worked  primarily  in  watercolours. 
A  mask  also  exists. 
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63. 

Florence  Wyle 

American  Family  #I  c.  1938 
Painted  plaster 
H.  63.7  cm 

Art  Gallery  of  Ontario,  Toronto,  Gilt  of  the 
Estates  of  Frances  Loring  and  Florence  Wyle, 
1983 


64. 

Florence  Wyle 
The  Harvester  c.  1938 
Painted  plaster 
H.  1 14. 5  cm 

Art  Gallery  of  Ontario,  Toronto,  Gift  of  the 
Estates  of  Frances  Loring  and  Florence  Wyle, 
1983 


EXHIBITIONS:  1938  RCA  ACT  #246;  1940 
CNE;  1950  CNE  #27;  1956  CNE;  1966  Pollock 
Gallery;  1969  Pollock  Gallery;  1977  Queen’s 
Park;  1978  Guelph  #3 

This  piece  was  posthumously  cast  for  the 
Loring'Wyle  parkette,  1984,  and  the  Donald 
Forster  Sculpture  Park  at  the  University  of 
Guelph,  1987. 


One  of  Wyle’s  entries  for  the  Metropolitan 
Life  Insurance  Company’s  sculpture 
competition,  1938. 
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65. 

Frances  Loring 
Pigeons  c.  1938 
Painted  plaster 
D.  64.0  cm 

Mrs.  R.H.  Sankey,  Toronto 

EXHIBITIONS:  1938  SSC  AGT;  ACT  Print  Room; 
1943  SSC  London 

LITERATURE:  Sisler,  pp.  62-63. 


66. 

Florence  Wyle 
Orioles  c.  1938 
Plaster 
64.4  cm 

Art  Gallery  of  Ontario,  Toronto,  Gift  of  the 
Estates  of  Frances  Loring  and  Florence  Wyle, 
1983 

EXHIBITIONS:  1938  SSC  AGT 
LITERATURE:  Time  Magazine,  June  21,  1950. 
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67. 

Frances  Loring 

Eskhno  Mother  atid  Child  c.  1938 
Painted  plaster 
FI.  190.0  cm 

Art  Gallery'  ot  Ontario,  Toronto,  Gift  of  the 
Estates  of  Frances  Loring  and  Florence  Wyle, 
1983 

EXHIBITIONS;  1938  “A  Century  of  Canadian 
Art,”  Tate  Gallery,  London  #240  (small); 

1939  New  York  #11  (small);  1941  SSC  ACT; 
1942  RCA  AAM  &.  ACT  #169  (in  bronze); 

1942  SSC  Eaton’s;  1943  SSC  London;  1952 
Willistead  Art  Gallery,  Windsor;  1960  XXX 
Biennale  Intemazionale  d’arte,  Venice  #22; 
1962  LPLAM;  1966  PoILkL  Gallery;  1969 
Pollock  Gallery;  1977  Queen’s  Park 

LITERATURE:  “Canadian  Sculpture  makes  its 
first  how  in  U.S.,”  Satiirdkiy  Night,  vol.  54 
(July  15,  1939),  p.  17;  111.  Lyn  Harrington, 
“Unique  Church  Studio  is  home  and  workshop 
for  Loring  and  Wyle,  Canadian  Sculpture 
Team,”  Saturday  Night,  vol.  61  (Nov.  18, 
1944),  p.  5;  Lyn  Harrington,  “Church  now  a 
studio,  gives  elbow  room  to  two  industrious 
sculptors,”  Christian  Science  Monitor,  January 
30,1946;  111.  Telegram,  June  20,  1959;  111. 

L.  Crawford,  “Exhibit  is  Tribute  to  two  women 
sculptors,”  London  Free  Press,  November 
1962;  Windsor  Star,  Jan.  12,  1963;  “Mother 
&.  Child  Eind  Gallery  Home,”  EdrnotUon 
Journal,  Eeb.  21,  1964;  Sisler,  pp.  58,  108. 


69. 

Erances  Loring 

Study  for  The  Breiving  1939 

Plaster  relief 

25.5  X  27.0  cm 

Art  Gallery  tT  Ontario,  Toronto,  Gift  of  the 
Estates  of  Erances  Loring  and  Elorence  Wyle, 
1983 


A  stone  version  is  in  the  National  Gallery  of 
Canada;  a  smaller  bronze  is  in  the  Edmonton 
Art  Gallery. 


See  Colour  Plate  No.  4 
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68. 

Frances  Loring 

Beer  Making  in  Greece:  The  Brewmg  1939 
Painted  plaster 
81.0  X  100.2  cm 
Lawrence  Hayward 


EXHIBITIONS:  1941  SSC  ACT 

LITERATURE:  B.  McIntosh,  “RPI  gets  art  works 
in  purchase  of  Brewery,”  Daily  Rye,  March 
3,  1967. 


One  of  a  series  of  tour  panels  made  for  the 
Bt)ard  Room,  O’Keefe  House,  now  part  of 
Ryerson  Polytechnical  Institute. 
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70. 

Florence  Wyle 

Draped  Torso  1939  (model) 

Aur-ltalian  Marble 
Signed:  “Wyle” 

H.  111.8  cm 

Art  Gallery  of  Ontario,  Toronto,  Gift  of 
Reuben  Wells  Leonard  Estate,  1958 

EXHIBITIONS;  1939  New  York  #29  (plaster); 
1942  Print  Room;  1958  SSC  ACT;  1977 
Queen’s  Park 

LITERATURE;  111.  New  World  Illustrated, 
February  1942,  p.  28. 
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71. 

Florence  Wyle 

Study  for  North  Country  c.  1940 
Plaster 

Inscribed  on  verso:  “Pine  Trees/Niagara/Wyle/ 
Merry  Christmas  to  Dt.  &  Mrs.  Ormsby 
Smith” 

22.0  X  28.5  cm 
T.  Ormiston  Smith,  M.D. 

EXHIBITIONS;  1944  SSC  AGT  #231;  1952  ONE 
#145 

LITERATURE:  Pearl  McCarthy,  “Art  &  Attists,” 
The  Globe  and  Mail,  August  1,  1942. 


72. 

Florence  Wyle 

Bain  Fountain  Figure  c.  1942  (model) 
Painted  plaster 
Signed;  “Wyle” 

H.  133.2  cm 

Art  Gallety  ot  Ontatio,  Toronto,  Gift  of  the 
Estates  ot  Frances  Loting  and  Flotence  Wyle, 
1983 


EXHIBITIONS:  Possibly  1950  SSC  NGC  Fountain 
Figure  Plaster;  1962  LELAM 

LITERATTiRE:  Ill.  Neu'  WorLl  llustrated,  Febniar\' 
1942;  Frances  Poring,  “Sculpture  in  the 
Garden,”  Canadian  Art  December-January 
1943-4,  p.  65;  Ill.  Studio,  April  1945,  p. 

37;  Elizabeth  Wyn  Wood,  “Obsetvations  on 
a  Decade— 1938-1948;  10  Yeats  of  Canadian 
Sculpture,”  Journal  ot  the  RAIC  January  1948, 
p.  16;  Globe  March  24,  1951;  Otuiwa  Citizen, 
June  17,  1961. 


One  of  three  reliefs  for  the  Rainbow  Btidge 
Gardens.  A  larger  more  finished  study  was  also 
made  and  was  probably  the  version  exhibited. 


73. 

Florence  Wyle 
Niidc  c.  1944 
Wood 
H.  44.4  cm 

National  Gallery  ot  Canada,  Ottawa 

EXHIBITIONS:  1944  OSA  #189;  possibly  1944 
SSC  London  #38 


74. 

Florence  Wyle 
Lurraine  c.  1947 
White  wood 
H.40.8  cm 

Collection  of  The  Winnipeg  Art  Gallery. 
Donated  by  Dr.  E.J.  Thomas. 

LITERATURE:  Ill.  “Sculptors  would  rather  work 
than  pursue  hobbies,”  Telegram  August  1947, 
p.  9;  Ill.  “Sculpture  in  Canada,”  Caruulian  Life 
Vol.  1,  No.  4  (Spring  1950),  p.  13. 
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75. 

Frances  Loring 
Dawn  C.1948 
Painted  plaster 
100.7  X  142.5  cm 

Art  Gallery  of  Ontario,  Toronto;  Gift  of  the 
Estates  of  Frances  Loring  and  Florence  Wyle, 
1983 

EXHIBITIONS:  1949  SSC  AGT  #11  plaster  NFS; 
1950  Contemporary  Canadian  Arts  #26; 
1953  ONE  #214 

An  interior  relief  for  the  Bank  of  Montreal 
once  at  King  and  Bay  streets  in  Toronto, 
demolished  in  1972. 

See  Colour  Plate  No.  6 
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76. 

Frances  Loring 
Head  1948-1949 
Butternut  wood 
H.  68.5  cm 

National  Gallery  of  Canada,  Ottawa 

EXHIBITIONS:  1949  SSC  #9  NFS;  1949  RCA 
#119;  1950  Contemporary  Canadian  Arts  #32 

LITERATURE:  111.  Canadian  Art  Vol.  6,  No.  4 
(Summer  1949),  p.  155. 

Boring’s  diploma  work,  deposited  with  the 
RCA  in  1949. 
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77. 

Florence  Wyle 
The  Platte  c.  1949 
Sumac 

Signed  (underside  of  base):  “Wyle” 

H.  38.2  cm  (with  base) 

Private  Collection 

EXHIBITIONS:  1949  SSC  ACT  #29;  1950 
Contemporary  Canadian  Arts  #68;  1962 
LPLAM 


LITERATLIRE  FOR  THE  SERIES:  Andrew  Bell, 
“An  Exhibition  of  Canadian  Sculpture,” 
Canadian  Art,  Vol.  6,  No.  4  (Summer  1949), 
p.  156;  “Contemporary  Canadian  Sculpture 
shows  more  caution  than  experiment,” 
Caruulian  Art  Vol.  VII,  no.  3  (Spring  1950), p. 
117;  Wm  S.  Dale,  “Sculpture,”  in  The  Arts 
in  CamuLi:  A  Stock-taking  at  Kiid-eentury, 
Malcolm  Ross,  ed.,  (Toronto:  MacMillan, 
1958),  p.  38. 

One  of  the  ten  original  Rivers. 


78. 

Florence  Wyle 

The  Illinois  c.  1949 

Sumac 

Signed:  “Wyle” 

Inscribed:  “Illinois” 

H.  36.6  cm 

T.  Ormiston  Smith,  M.D. 
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79. 

Florence  Wyle 
Sleeping  Cat  1949-1950 
Bronze 
H.  10.0  cm 

Art  Gallery  ot  Ontario,  Toronto,  Purchase, 
1963 

Two  bronze  casts  were  originally  made  by  the 
artist. 


80. 

Florence  Wyle 

Sea  and  Shore  c.  1950  (rm)del) 

Marble 

Signed:  “Wyle” 

11.  93.5  cm  (marble) 

Art  Gallery  ot  Ontario,  Toronto,  Gift  ot  the 
Estates  ot  Frances  Loring  and  Florence  Wyle, 
1983 

EXHIBITIONS;  1950  Contempt)rary  Canadian 
Arts  #287;  1950  t:NE  #163;  1962  lplam; 
1966  Pollock  Gallery;  1969  Pollock  Gallery; 
1976  Sisler;  1977  Queen’s  Park;  1978  Guelph 
#1 

Carved  in  marble  in  1965. 
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81. 

Florence  Wyle 

Study  for  Little  Boy  Blue  1950 
Painted  plaster  relief 
Signed:  “Wyle  50” 

30.0  X  1 7.6  cm 

Private  Collection,  Toronto 

LITERATURE:  Ill.  Dedication  Booklet,  Albetta 
Red  Cross  Crippled  Children’s  Hospital, 
Calgary,  1951. 


82. 

Florence  Wyle 
Study  for  Innocence  1950 
Painted  plaster  relief 
Signed:  “Wyle  50" 

30.0  X  17.6  cm 

Private  Collection,  Toronto 

LITERATURE:  Ill.  Dedication  Booklet,  Alhetta 
Red  Cross  Crippled  Children’s  Htispital, 
Calgary,  1951. 


117 


83. 

Florence  Wyle 
Spring  c.  1951 
Sumac 

H.  35.9  cm  (with  base) 

Mr.  Jennings  Young,  Toronto 

EXHIBITIONS;  1951  “5th  Annual  Sale-Paintings 
and  sculpture  by  contemporary  Canadian 
artists”  AGT;  1953  Robertson  Art  Gallery, 
Ottawa  #13;  1953  “7tb  Annual  Sale  of 
Paintings  and  Sculpture”  AGT;  1953  McMaster 
University  #22 

“Swanee  River”  has  been  inscribed  in  the 
top;  yet  an  estate  photo  of  this  piece  bears  the 
title  “Spring,”  written  in  Wyle’s  hand,  on 
the  verso. 

See  Colour  Plate  No.  8 


84. 

Florence  Wyle 
Turtle  c.  1951 
Painted  plaster 
13.0  X  23.4  cm 

Art  Gallery  of  Ontario,  Toronto,  Gift  of  the 
Estates  of  Frances  Loring  and  Florence  Wyle, 
1983 

EXHIBITIONS:  1951  “5th  Annual  Sale-Paintings 
and  Sculpture  by  Contemporary  Canadian 
artists”  AGT;  1966  Pollock  Gallery 
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85. 

Florence  Wyle 
Summer  c.  1952 
Sumac 
H.  38.7  cm 
Catherine  Thomas 

EXHIBITIONS:  1952  “6th  Annual  Sale  of 
paintings  and  sculpture”  ACT 

LITERATURE:  Ill.  Malcolm  Ross,  ed.,  The 
Arts  in  Canada,  A  Stocktaking  at  Mid  Century 
(Toronto:  Macmillan,  1958),  p.  39. 
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86. 

Florence  Wyle 
Wisdom  1953 
Mahogany 

H.  63.5  cm  (inch  base) 

Canadian  Museum  ot  Civilization,  National 
Museums  ot  Canada,  Gift  ot  Theatre 
Canada,  Ottawa,  Ontario 

EXHIBITIONS;  1953  Calvert  Drama  Festival 
Trophies  ACT;  1955  ONE 


LITERATURE  FOR  THE  SERIES:  The  Story  of  the 
Cak’ert  Trophies;  “Leading  Sculptors  to  design 
2  entries  Drama  Festival  Trophies,”  OttMva 
jourmd,  January  15,  1953;  Pearl  McCarthy, 
“Festival  Trophies-a  cause  tor  rejoicing,”  Globe 
and  Mail  March  21,  1953;  Globe  August  25, 
1955;  La  Presse,  January  30,  1958;  “Drama 
Award  Wood  Carving,”  Sank  Ste.  Mane  Daily 
Star,  March  3,  1958;  111.  “Newest  Festival 
Region  Faces  Test  this  Weekend,”  Globe 
February  22,  1959;  Betty  Lee,  Love  and 
Whisky,  (Toronto:  Simon  &.  Pierre  Publishing 
Co.,  1983). 

For  the  best  presentation  in  the  New 
Brunswick  Regional  Festival. 


87. 

Florence  Wyle 
Drama  1953 
White  wood 
Signed:  “Wyle” 

H.  81.2  cm  (with  base) 

Canadian  Museum  of  Civilization,  National 
Museums  of  Canada,  Gift  of  Theatre 
Canada,  Ottawa,  Ontario 

EXHIBITIONS  AND  LITERATURE;  see  No.  86 

For  the  best  play  in  the  finals  of  the  Dominion 
Drama  Festival  Competition. 
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88. 

Frances  Loring 
FaH7i  1953 
Mahogany 
Signed:  “Loring” 

H.  63.4  cm  (with  base) 

Canadian  Museum  of  Civilization,  National 
Museums  of  Canada,  Gift  of  Theatre 
Canada,  Ottawa,  Ontario 

LITERATURE:  111.  Ottuu’ci  Journal,  October  31, 
1953;  Ottawa  Citizen,  Jan.  18,  1958. 

For  the  best  presentation  in  the  Eastern 
Ontario  Regional  Festival. 
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89. 

Frances  Loring 
Invocation  1953 
Mahogany 
Signed;  “F.  Loring” 

H.  64-0  cm  (with  base) 

Canadian  Museum  of  Civilization,  National 
Museums  of  Canada,  Gift  of  Theatre 
Canada,  Ottawa,  Ontario 


For  the  best  presentation  in  the  Prince  Edward 
Island  Regional  Festival. 

The  trophies  were  donated  to  the  National 
Museum  of  Man  (now  the  Canadian  Museum 
of  Civilization)  in  1979  by  Theatre  Canada. 


90. 

Florence  Wyle 
Autumn  c.  1953 
Sumac 

Signed:  “Wyle”  and  inscribed  underside: 
“Autumn  Wyle  ...” 

H.  27.7  cm  (with  base) 

Dr.  and  Mrs.  Ben  Schachter 

EXHIBITIONS:  1953  “7th  Annual  Sale  of 
Paintings  and  Sculpture  sponsored  by  the 
Women’s  Committee”  ACT 


LITERATURE:  “To  the  Winner,”  Charlottetown 
Patriot,  March  2,  1959. 


122 


91. 

Frances  Loring 

Study  for  Sir  Robert  Borden  (a)  1953 

Painted  plaster 
H.  38.0  cm 

Art  Gallery  of  Ontario,  Toronto,  Gift  of  the 
Estates  of  Frances  Loring  and  Florence  Wyle, 
1983 


92. 

Frances  Loring 

Study  for  Sir  Robert  Borden  (b)  1953 

Painted  plaster 
11.  38.0  cm 

Art  Gallery  of  Ontario,  Toronto,  Gift  of  the 
Estates  of  Frances  Lttring  and  Florence  Wyle, 
1983 
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93. 

Frances  Loring 

Study  for  Sir  Robert  Borden  1954 
Painted  plaster 
H.  76.0  cm 

Art  Gallery  of  Ontario,  Toronto,  Gift  of  the 
Estates  ot  Frances  Loring  and  Florence  Wyle, 
1983 

EXHIBITIONS;  1957  OSAAGT;  1977  Queen’s 
Park 


LITERATURE;  “Borden-Provision  for  Erection 
ot  Monument  on  Parliament  Hill,”  Debates 
ot  the  House  of  Gommons  Feh.  5,  1953; 
“Woman  wins  contest  for  memorial  design,” 
Ottawa  Citizen,  Dec.  28,  1954;  Hi  Presse, 

Dec.  31,  1954;  Halifax  Chronicle  Herald  April 
5,  1956;  Le  Droit  ] an.  8,  1957;  Ottawa 
Journal,  Jan.  8,  1957;  “Sir  Robert  Gomes 
Back,”  Weekend  Magazine  vol.  7,  no.  11 
(1957);  “Sculpture  Walks;  Sculpture  and 
Monuments  in  the  National  Gapital,”  National 
Capital  Commission,  1985,  p.  19. 

Inscription  on  hack  reads;  “Let  there  he  no 
east  or  west  hut  one  Canada.” 
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94. 

Frances  Leering 

Study  for  head  of  Sir  Robert  Borden  c.  1955 
Painted  plaster 
H.  79.0  cm 

Art  Gallery  of  Ontario,  Toronto,  Gift  of  the 
Estates  of  Frances  Loring  and  Florence  Wyle, 
1983 

EXHIBITIONS:  1977  Queen’s  Park;  1978  Guelph 
#9 
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95. 

Florence  Wyle 
Pauline  McGibhon  1958 
Signed;  “Wyle  58” 

Plaster 

45.0  X  37.5  cm 

The  Honorable  Pauline  McGibhon 

EXHIBITIONS:  1962  LPLAM;  1966  Pollock 
Gallery;  1977  Queen’s  Park;  1976  Sisler 


96. 

Florence  Wyle 
Young  Worker  c.  1958 
Mahogany 
34.0  X  22.5  cm 
Charles  McFaddin 

EXHIBITIONS:  1958  “Small  Pictures  and 
Sculpture  by  members  of  the  OSA,”  Roberts 
Gallery,  Toronto 
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Chronology 


1881  Florence  Wyle  horn  November  24, 

Trenton,  Illinois.  Childhood  spent  in 
Waverly,  Illinois. 

1887  Frances  Loring  horn  October  14, 

Wardner,  Idaho.  Lived  in  Spokane, 
Washington  until  1899,  then  in 
Washington,  D.C.,  until  1900. 

1900  Wyle  enrolls  in  University  of  Illinois 
pre-med  course;  Loring  family  to 
Europe. 

1901-03  Loring  at  Ecole  des  Beaux-arts, 
Geneva. 

1903  Wyle  transfers  to  School  of  the  Art 
Institute  of  Chicago;  Loring  in 
Munich  until  1904. 

1904-5  Loring  in  Paris,  Academic  Colarossi. 

1905  Lorings  return  to  United  States; 
Loring  attends  Art  Institute  of  Chi¬ 
cago,  meets  Florence  Wyle. 

1906  Loring  at  School  of  the  Museum  of 
Fine  Arts,  Boston;  Wyle  teaches 
modelling  at  Art  Institute  of  Chicago 
until  1909. 

1907  Florence  Wyle  receives  commission 
for  marble  fountain  from  Art  Insti¬ 
tute  of  Chicago. 

1908  Loring  in  Toronto  briefly. 


1909-12  Loring  goes  to  New  York,  settles  in 
Macdougal  Alley,  soon  after  joined 
by  Florence  Wyle. 

1912  Loring  arrives  in  Toronto;  lives  at 
315  Roxborough  Drive;  joined  by 
Wyle  early  1913;  studio  at  24  Ade¬ 
laide  Street  East. 

1914-20  Loring  and  Wyle  share  studio  at  1 
Church  Street. 

1915  Sculpture  exhibition  at  the  Art 
Museum  of  Toronto. 

1916  Foreign  sculpture  exhibiritin  at  the 
CNE. 

1917  Loring  joins  WAA;  does  Spirit  of 
CaruiiLi  monumental  grouping  for  c;ne; 
Wyle  at  Gravenhurst  Sanitarium  suf¬ 
fering  from  respiratory  problems. 

1918  War  Records  Commission. 

1919  Wyle  receives  comission  for  Memorial 
to  Nurse  Edith  Cavell. 

1920  Buy  new  home-studio,  110  Glenrose 
Avenue;  both  become  members  of 
the  OSA  and  associates  of  the  RCA. 

1922  St.  Mary  Magdalene  Commission. 

1923  Reliefs  of  Evangelists’  symbols  for  St. 
Anne’s  Church. 


1924 

1925-26 

1926 


1927 


1928 


1930 

1932 

1933 


Wyle  a  judge  for  the  Wembley  Exhi¬ 
bition;  travels  to  London  and  Paris 
in  May. 

Loring  does  St.  Stephen  War 
Memorial. 

Loring’s  Alpheus  Todd  Memorial 
(completed  in  1928);  Frances  Loring 
becomes  naturalized  Canadian;  Art 
Gallery  of  Toronto  expansion  includes 
Sculpture  Court. 

Osgoode  Hall  War  Memorial  Com¬ 
mission  given  to  Loring  (completed 
in  1928);  Wyle  visits  British  Colum¬ 
bia  to  record  totem  poles;  European 
sculpture  exhibition  at  the  Art  Gal¬ 
lery  of  Toronto. 

Loring  does  Galt  War  Memorial 
(completed  in  1930);  SSC  founded; 
Recording  Angel  and  War  Widoiv 
for  Memorial  Chamber,  Parliament 
Buildings,  Ottawa;  Frances  Loring  to 
Italy  (May  to  July);  Paul  Manship 
exhibition,  Art  Gallery  of  Toronto. 
Loring  on  Willingdon  Fine  Arts  jury. 
Wyle  carves  Torso  for  the  National 
Gallery;  SSC  charter  granted. 

Sculptor  members  resign  from  OSA. 
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1936 

1937 

1938 

1939 

1941 


1942 

1945 

1947 

1948 


Loring  does  tigure  ot  St.  Michael  tor 
St.  Michael’s  Hospital. 

Wyle  teaches  at  Central  Technical 
School  during  Elizabeth  Wyn  Wood’s 
maternity  leave. 

Wyle  becomes  RCA  (first  female 
sculptor);  Oakes  Pavillion  Commission 
at  Niagara  Falls,  Ontario;  National 
Museum  of  Man  record  figures. 

SSC  sends  exhibit  to  New  York 
World’s  Fair;  Loring  president  of  the 
WAA;  Queen  Elizabeth  Monument. 
Loring  and  Wyle  participate  in  the 
first  Conference  of  Canadian  Artists  in 
Kingston  (“the  Kingston  Confer- 
ence’’);  Loring  on  Continuation 
Committee  after  the  Conference  that 
created  the  Federation  of  Canadian 
Artists. 

Print  Room  Show'  with  Dora  Wechsler 
and  Jacohine  Jones  at  the  Art  Gal¬ 
lery  of  Toronto. 

Wyle  gives  thirty-two  works  to  the 
Waverly  Public  Library. 

Loring  becomes  RCA. 

Loring  and  Wyle  reinstated  to  OSA; 
Bank  of  Montreal  Commission. 


1949 

1951 


1952 

1953 

1954 

1955 

1958 

1959 

1962 

1963 


Loring  visits  Ivan  Mestrovic  in  Syra-  1965 
cuse;  Wyle  begins  her  Rivers  uj 
America  scries. 

Wyle  w'orks  on  the  Alberta  Children’s  1966 
Hospital  Commission  in  Calgary; 

Loring  is  elected  to  Council  of  the 

RCA;  both  encourage  young  sculptor  1967 

Frances  Gage. 

Loring  to  Alberta  with  A.Y.  Jackson 

on  lecture  tour;  addition  made  to  1968 

studio. 

Calvert  Drama  Trophies;  Wyle  wins 
Coronation  medal.  1969 

Loring  given  gold  medal  by  University 
of  Alberta.  1972 

Loring  given  LLft  at  University  of 
Toronto;  Loring  w'ins  Borden  1976 

commission.  1983 

The  Girls  begin  taking  stock  of  theit 
work. 

Wyle’s  Poems  published  by  Ryerson  1984 

Press. 


First  retrospective  of  their  work,  held 
at  the  London  Public  Library  and 
Art  Museum. 

The  Girls  draw  up  their  w'ills;  their 
health  begins  to  decline;  assistance 
from  the  Ftiends  of  Loring  and  Wyle. 


Loring  on  City  Hall  Committee; 
Christopher  Chapman  films  the  Girls 
for  CBc’s  programme  Telescope. 

Loring  hospitalized;  retrospective  at 
Pollock  Gallery  attended  by  Florence 
Wyle. 

The  Girls  transferred  to  Greenacres 
Home  for  the  Aged,  Newmarket, 
Ontario. 

Florence  Wyle  dies,  January  13; 
Frances  Loring  dies,  February  3. 
Memorial  service  and  wake  held. 
Memorial  exhibition  held  at  Pollock 
Gallery. 

Their  biography.  The  Girls,  by  Re¬ 
becca  Sisler  published. 

Historic  plaque  unveiled  at  the  studio. 
The  Art  Gallery  of  Ontario  receives 
gift  from  the  estates  of  Frances  Lor¬ 
ing  and  Florence  Wyle. 

Loring-Wyle  Parkette  dedicated. 
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Major  Exhibitions 


1915  Sculpture  exhibition,  Art  Muaeum  of 
Toronto,  November  13-December 
15,  1915. 

1922  Exhibition  of  their  work  at  the  Wom¬ 
en’s  Art  Association  of  Toronto, 
March  1922. 

1926  Exhibition  ot  Frances  boring  and 

Florence  Wyle,  Hart  House,  Universit>' 
of  Toronto,  March  15-29,  1926. 

1928  First  exhibition  of  the  Sculptors’  Society 
of  Canada,  Art  Gallery  of  Toronto, 
October  5-Novemher  1,  1928. 

1942  “In  the  print  room;  Jacohine  Jones, 
Frances  boring,  Dora  Wechsler,  Flor¬ 
ence  Wyle,”  March  6-April  5,  1942. 


1952  “Sculpture  by  Frances  boring  and 
Florence  Wyle,”  Willistead  Art  Gal¬ 
lery,  Windsor  November  20,  1952. 

1953  Exhibition  at  the  Robertson  Gallery, 
Ottawa,  March  1953. 

1953  Exhibition  at  McMaster  University, 
Hamilton,  November  1953. 

1962  “Fifty  Years  ot  sculpture:  Frances  boring 
and  Florence  Wyle.  Gontemporary 
Canadian  Sculpture,”  bondon  Public 
bibrary  and  Art  Museum,  H)ndon, 
began  November  30,  1962. 

1966  “Frances  boring  and  Florence  Wyle,” 
Pollock  Gallery,  Toronto,  February 
1966. 


1969  “Frances  boring  and  Florence  Wyle,” 
Pollock  Gallery. 

1976  “Shadow  of  the  Year,”  Sisler  Gallery, 
Toronto. 

1977  “Frances  boring  and  Florence  Wyle; 
A  Retrospective,”  The  MacDcmald 
Gallery,  Queen’s  Park,  T(.)ronto,  July 
1  1,  1977-August  7,  1977. 

1978  “Sculptures  by  Florence  Wyle  and 
Frances  boring,”  University  of  Guelph, 
Guelph,  June  17,  1978-September 

4,  1978. 
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Selected  Bibliography 


Literature  on  the  subject  of  Canadian 
sculpture  before  1960  is  minimal;  therefore 
research  for  this  catalogue  has  been  based 
largely  on  the  primary  source  materials  to  be 
found  in  the  Public  Archives  of  Canada  in 
Ottawa,  the  Archives  of  Ontario,  the  Archives 
of  the  National  Gallery  of  Canada  and  the 
Art  Gallery  of  Ontario,  and  of  various  r)ther 
institutions.  The  boring  and  Wyle  papers, 
included  in  the  1983  gift  and  presently  housed 
in  the  archives  of  the  E.P.  Taylor  Reference 
Library  at  the  Art  Gallery  of  Ontario,  are  an 
impcirtant  resource,  as  is  the  inventory  begun 
by  Frances  Gage  in  1977  with  a  Canada 
Council  explorations  grant.  This  inventory, 
which  was  given  to  the  Gallery  in  1983, 
was  intended  to  record  as  many  known  ex- 
amples  of  the  Girls’  work  as  possible.  The  in¬ 
ventory  provided  a  valuable  springboard;  it 
has  been  updated  and  supplemented  as  research 
for  this  exhibition  progressed. 

Mention  shc:)uld  also  he  made  of  the  ex¬ 
tensive  material  on  historical  Canadian 
sculpture  in  general,  and  on  boring  and  Wyle 
in  particular,  collected  by  Lawrence  Hay¬ 
ward.  Copies  have  been  deposited  in  both  the 
national  and  provincial  archives  and  have 
been  consulted  in  both  places. 


In  the  course  of  research,  the  accuracy  of 
dates  and  events  had  to  be  constantly  con¬ 
firmed  by  surveying  contemporary  newspapers, 
journals,  and  exhibition  catalogues,  since 
the  Girls  kept  poor  records  themselves  and 
often  the  dates  they  assigned  to  works  in 
retrospect  were  incorrect.  While  one  of  the 
most  rewarding  aspects  of  this  research  has 
been  contact  with  their  friends  and  acquain¬ 
tances  whom  1  consulted  in  large  numbers, 
unfortunately  many  of  their  most  intimate 
friends  are  gone,  and  memories  of  specific 
details  have  faded.  Rebecca  Sisler’s  1972 
biography,  which  drew  heavily  on  these  human 
resources,  as  well  as  on  her  own  personal 
memories  fifteen  years  ago,  will  serve  to  round 
out  the  biographical  side  of  the  Girls’  story. 
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